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Introduction 

Over the years I have jotted down on paper the descriptions of unusual environmental sound 
experiences. The first of these were a set of seven short texts that I wrote during a few days spent in 
the mountain village of La Sainte-Baume, inland from Marseilles, in the summer of 1974; part of their 
collective title, Sounds Heard at La Sainte-Baume, has remained with me as a very suitable 
description of such work. Subsequently I wrote down several descriptions of similar experiences 
from earlier, and continued to add new ones, including the related Environmental Music Projects. 
Soon 1 found it appropriate to organise them into different categories, and I typed them up on 
several sheets of paper. Photocopies of these I gave away to friends and colleagues or sold them at 
cost price, but I was unsuccessful with several earlier attempts to publish what would have been a 
much more modest book based on these texts, the first in 1978. A few years ago I retyped all the 
Sounds Heard texts and Environmental Music Projects into a computer, and copies of this updated 
\ ersion have been on sale through mail-order distributors in Italy and the USA. 

Most of the texts from the complete set of Sounds Heard have been published previously, 
n 11\ it ua \ or in groups, in magazines, catalogues and books in several countries. On two occasions 

ey were accompanied by photographs or drawings that had been selected editorially rather than 
me. or it present publication I am delighted to be able include, for the section Seven Portable 

Tr!!" ns ru|Tle"ts'two watercolours painted specially by my daughter Rebecca, supplemented by 
I revor Taylor s photographs. 

contl^m/8 ini!!ally1Centrcd ar°Und my Section of environmental listening texts, but it also 
arts in T m U' S10' iteXtS °n reIated th«»es: apart from articles on aspects of music and the 
description f arC als° Performance scores, instructions for building simple instruments, 
Somp of HiPC° S°Un H1Sta adons and sound environments, projects with children and two poems, 
friends an H °°^unf P!fces'otllers are central to my thinking about my work and that of 
instrumpntai eagues' lat- ey a"'iave ir> common is that professional performers or specialist 
The best n.inlT.Tu'T8 essential'and improvisation almost always plays a substantial role, 
very few of h . -11 c°"u,s to m 1S that virtua,1>' everybody tells jokes, often made-up ones, yet 
necessarily anv n™™ SP" -iT comedians; those decide to become professionals are not 
who are tn'i 1Qre inspired than the best amateurs. Another comparison is with those film actors 
sufficient nmf,Cc or sports Personality, and in the course of a few weeks manage to learn 
convincingly °na Sk'" ̂  3 C°ach f° be able to a selection of relevant actions 

andtenresiPthi°P P|"0)^cts that sPecifical,y involved working with children, some of the other texts 
a junior level fnnif(>°? 111 ? tb<? Potential for educational application, perhaps particularly at 
thirteen) On th < f > P*" ^ °n rea d that t,le age group with which I identify best is from eight to 
tried to eive all if tP °C^asi°ns 1 lat 1 have been able to work with children on longer projects, I have 
not thev ha ve h id smlT f^ 0pp0rtun'ty to make music on an equal basis, regardless of whether or 
played bv a erouo oVXl H™ ° musica' tra"ning. In addition to an ensemble piece created with and 
potentials of unconvp f ° ^'8amaree)' many of the tracks on the enclosed CD show the musical 
only^kes^ r, PP mnal easy-to-play instruments anJ sQund Natura„y my a h 

more seriously - and u'lhmatelWHs noTbr^ SU/fident t0 'ntereSt S°me °f them exPloring music 
consists of learning to play an instrument & 9 Pr°Per mUSiC9'tr9ining' ̂  **** °nly 

Although 1 decided on the title Soundc H»I A , 
to environmental sounds in the wiv , °St by ChanCe'35 a" ,nvitation for people to listen 

< y nt listens to music, 1 later discovered that it has another 
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interesting connection. In 1990 James Tenney informed me that Cage had recently come up with a 
new definition of music as "sounds heard", as a refinement of his earlier "sounds one hears are 
music" (from the "Afterword" to A Year from Monday, 1967). 

During the preparation of this book I toyed briefly with a different title, in an attempt to describe its 
contents more accurately. This was "Innocent Music". Those who are involved in British improvised 
music may immediately think of Eddie Prevost's recent book No Sound is Innocent (all sounds 
conjure up associations), but my actual reference is to Cornelius Cardew's use of the term "musical 
innocents" to describe performers who lack a formal musical training, from his article Towards an 
Ethic of Improvisation. 

Some of the descriptions of simple instruments and scores in this book are intended for practical use, 
but - just as in a recipe book - there should be sufficient interest in their basic ideas to make it at least 
worthwhile to read through them and imagine their realisation, in the same way as with the Sounds 
Heard texts. Indeed technical progress has meant that the essential materials for some of my scores 
have long been unavailable ("record your own voice" booths in Voice) or are rapidly becoming so 
(musical boxes for Interlude). I would be grateful if anyone who performs any of these scores would 
send me the details; my e-mail address is given at the end of this Introduction. 

People who only know other aspects of my work (as composer, performer, instrument inventor and 
researcher) may be surprised that in these pages electronic music and equipment is rarely 
mentioned, principally in texts that date from the early period when I felt that this was the field I was 
working in, whereas texts written a few years later show that with hindsight the start of my career 
could be considered very differently. What is entirely typical for me is that the book is full of very 
varied material, in this case my personal ideas and insights from a period of almost 40 years. 
Hopefully, like most anthologies, there will be something of interest for everyone. 

I have organised the contents of this book into several themes, adding comments in italics after many 
of the items. In revisiting these texts, in some cases after some three decades, I have avoided 
wholesale rewriting, but it felt necessary during the retyping process to make very small alterations 
in many of them. Some of them clearly "show their age but continue to be relevant, so my 
improvements are mainly in their sentence construction, clarifying clumsier passages and updating 
a few terms and concepts from the viewpoint of today. More substantial revisions are indicated in 
some of the comments. 

In several of the comments I have indicated other people's prior or contemporaneous work with 
similar materials. Whoever comes up with an idea first deserves credit for it, but this is less 
significant than the person who, perhaps without knowledge of any prior work, fashions a particular 
medium or approach into something of real value. Some of my early ideas in this book are clearly 
one-off explorations of possibilities that I chose not to pursue further. 

The majority of the earlier texts printed here date from between 1964 and 1981, overlapping with the 
beginning of my greater concentration on research over the last 25 years; in addition, several recent 
unpublished texts are inevitably, based on much earlier ideas and observations. Unlike anthologies 
such as those of John Cage and Pauline Oliveros' Software for People (1984), which include the 
composers' complete writings from a certain period in their lives, I did not feel that the contents of 
the present book would mix well with my specialist research writings, which would take up a 
substantial volume on their own; although these are closely linked with my creative interests, they 
are less directly influenced by them. My initial plan was to play down the connections with my work 
as a composer, instrument inventor and performer, but during the final preparations I have found 
myself increasingly emphasizing them; I welcome the opportunity to have been able to mention in 
my texts and comments the names of many friends and colleagues with whom I have worked over 

9 



the years. 

nothing new. and is shamd m some respeCs 

syntactic sound poems by thXii t^nd Dada't IT' '* 'ndudeS *he ™" 
stories (first collected together in the 195^1^ nlT°U ^ °f the Fmt World War' CaSe's 

and extended in his subsequent ̂  pub,ished in SiIen«< 1961, 
Fluxus group in the early 1960s, the verbal scores nfT™' V&, performance of the 
Christian Wolff and members of the Scratch Or -h » °™posers S aS Karlheinz Stockhausen, 
environmental sound descriptions and li i > • estra from the er|d of that decade and the 
composers such as Oliveros R Murrav SchaT8 documented from around that time by 
score (Moonlight, included ^ TreVOr Wishart" However, my own first v erbal 
before I knew a'bout S°™ tht' ab°Ve'and 

others, and I wrote several other verbal scores from 1968 onwards. 

music was p^edon^ntaal ^ ̂  N°"e °/the 

objects , are represented by short tr icks sanH u J my simPler instruments, especially "found 
performance by a group of ™ched between longer ones. Apart from a 

available), most of the tracks are, of necessitv' "omf ""'M °" tht? C°th<5t WaS previous,y 
me on my invented instruments and sound LLtures'hm h Performed " main'y solos PlaXed bY 
composer on one of my sound installation f • c 61S a,so a duo Played Wlth another 
daughter joined me as performers! and a ' • /'° i°r mod'bed musical boxes (in which my wife and 
improvisers - which could only be recorded'" d! P ay<?d °n eg8-slicers in collaboration with other 
also includes, as parallels to the other Dmier/" ^ Successive ,ayers in different countries. The CD 
basic equipment, that would nowadays be desrrib^d ea?ytape co,lage produced with the most 
a t°y musical box (Composition with Cadpn tP" '1S p underPhonic", and a tiny composition for 
latter is one of only two precisely notated " » • ° cardboard disc with holes cut into it for the 
computer text file (Printmusic). ' C,nvo1 ved in these recordings, the other being a 

Ackn o w IpiH gprp en ̂  

1 would like to thank my wife Pam and n -r 
the disruption caused by my preparing thL\ U'f ^becca for their love, support and toleranceof 
t e digital editing and mastering of this CD °!i pub,ication; Clive Graham (Paradigm Discs) for 
on several other projects over the last few ve^". i"any of the recordings, as well as for his assistance 
including the publication of this book an -f P' cre.vor Fay,or for his practical support for my work, 
converting my computer files and grapĥ  """ 

Thanks to the following for their nari; • 

; P^vttdttec8"10 Emb"n̂ n™ °n fte CD: 

- Julia Usher for joining me in the d u n  r |nter'ude' Lid Clickers and Nut Whistles 
- J o h a n n e s  B e r g m a r k ,  A d a m  B o h m  M R e s p o n s e s  
performances in Eine kleine Eiersr'h Iartln Klapper and Mats Lindstrom for their eggslicer 
' the children on my course in 
^ ^ ^ who performed Jigamaree 

to familiarize themselves with theresnertfS' Rebecca Davies and Julia Usher had only a few minutes 
on y one "take" was possible. This wL n Ve ,nstruments, rather as does an exhibition visitor, and 
circumstances - another type of "innnre P an"ed by me but forced on us by external 

electronic' i"Stru,?ent'am reminded of a Tactic thl 3 musician is confronted with an 
electronic group of which 1 was a member ft, ? We Used 111 Gentle Fire- a (primarily) live 
musically self-indulgent in a freer mu"S ,*•^*durin« 3 rehearSa' We be«™ 

'on (with unspecified instrumentation), we would 



• 

swap instruments, forcing us to play only what we felt to be musically essential. The two very 
different versions of Embellishments on the CD show something of the musical potential of this 
particular sound installation; while my daughter was familiarizing herself with it, she even 
managed to incorporate some of the melody of "Maria" from Leonard Bernstein's West Side Story. 

Hugh Davies 

hugh-davies@beeb.net 

The publication of this book and CD was made possible in part by a Projects 
Scheme grant from the Arts Council of Ireland (An Chomhairle Ealafon), in 
connection with my stay as artist in residence during April 2002 at the Sirius Arts 
Centre in Cobh (address: Cobh, Co. Cork, Ireland; telephone/fax: +353 21 4813790; 
e-mail: cobharts@iol.ie). 
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My Artistic Make-Up (1989) 

Rather than learning from teachers, I have always preferred to f.nd things out for myself I studied music 

snmp h°!7 V 3t Un'VerSltV' 3t 3 time When music was considered to have ended around 1920 (in some instances 

music and inas'rrumerntT|aarsnelf\9a50,htbUt ^ ̂  °f mUS'C * ̂  unacadem,c ('"eluding a love for non-Western 
avantgarde 38 3 C°mP°Ser bUt t0day 1 am far outside my origins in the mainstream 

my compos! don a I c re a t i vi tv Into hi vent in aTn d IT d ° ̂  mV ^ ̂ ™ unwittin9|y in 196710 d,vert half of 

in specially-devised compositions and in ™n amp ed mtJSICal instruments for me to perform on, both 

when " ' d°'1 ̂  *•- (starting a, a «. 

introduced in theof creating music that were 

and electronic musical instruments - all of whirhThT"'0 mU i'C' Td newly"invented or modified acoustic, amplified 
in 11 languages in 17 countries and inrlnd h ™ emp yed compositionally. My publications have been printed 
four of the New nine dictionaries-'some °f 'hem. «* as my articles in 

that previously they had largely managed to ignore ̂ ofar thiTseemft 3Chadem'CS t0,take Seri°USly research areas 

some other countries there are encouraging signs. SCa V happened 10 Britain' but in 

These different aspects of my work often cross-fertilise each other. 

collaborated on and off overaperlod of severa^P 6ntS (1967"68,'1 met the visual artist John Fumival, with whom I 
sculptures that are intended for the public to Dlav inLTihit';1''711^ °f instruments and- especially, tactile sound 
liked the idea of venues where peoDle havp tn, . b'tl0ns (normally in museums and galleries, but we always 
dentists' waiting roonts, bus andrat!Ts,a|TFT - n°,hin0d°' such as in d°«°re' 

visual aspects of my work, which was verv im rt "rp, ' etc"'" Tb's co"aboration increased my confidence in the 
has partly helped me to bypass this. It also finaH° r"*- °r someone wbo "cannot draw" - though computer graphics 
might have caused me to retreat into the Drov h 6| 'mmated any dan9er that my more "experimental" concert music 
occasional workshops in instrument buildinn / '3 'VOrV t0W6r' and (amon9 other things) has led me to giving 
and amateurs. omposition and performance for children (some with special needs) 

(Midland Arts Centre, Birmingham^!989^R fh t0"r'"9 exh'bition Making Music: New and Unusual Instruments 
reason I found myself writing a more basic credo ' ̂  COntributing a more predictable artistic statement, for some 
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The Role of the Artist (1976) 

In my work as an inventor of new musical instruments there are many indications that anyone can be an artist . Very 
little that I do can be fitted neatly into existing categories and pigeon-holes; in many ways I have become far removed 
from my original academic training as a musician. Many "non-artists" do not have sufficient confidence in their artistic 
abilities for them to nurture ideas that are similar to those that form the basis of the work of an "artist", so that they do 
not develop them to a logical conclusion and find an appropriate form for their presentation. Instead the ideas are 

either completely rejected or at least treated as (often humorous) trifles. 

At the very least, an artist can help to make people's immediate environment and individual situations more attractive, 
by speaking out (either literally or metaphorically) in a way that the average citizen does not bother to do or have time 
for - both against injustice, vandalism (in the wider sense) and oppression of any kind, and by questioning things that 
are normally taken for granted in our societies. The artist can also help to draw people's attention to things of interest, 
beauty and humour that might otherwise largely go unnoticed, and can prepare us by conveying some idea of what 

the future may hold in store, in work, leisure and human relationships. 

I have always found it more stimulating to let my own development be shaped by whatever comes my way in terms 
of work opportunities, rather than by planning and seeking out only those things which I feel are appropriate or m,girt 
be useful. The random combination of several chance elements frequently forms my different activities into extremely 

logical and time-saving groupings that would be hard to surpass otherwise even with meticulous planning, so that I 

am able to concentrate primarily on one particular area for a longer period of time, without undulv"eg!®^'"fl^ 
areas. I am always interested in placing myself in new contexts, and ,n collaborating with people in other disciplines 

(not only artistic). 

A revision of three sections of my response to a questionnaire in the symposium "Art and Social Purpose", published ,n 

Studio International (March-April 1976). 
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Point of View (Manifesto) (1977) 

Wp Z stlare,h V relevant.and always reflect the society that engenders them. In today's 

Zspeciahsation dZZr T"®tandencieS of such elemen,s as participation, common,ty involvement. 
2EESSSSS22T" 3 enV,™men,al aware™ss -aa a taction against depersonalisation and 
ivioiocnian control by faceless governmental bureaucracies and industrial giants. 

In music, these tendencies occur in collective composition, indeterminacy, improvisation music theatre sound 

the ZoT lZtTn1a,vao0n'rnli S° °"' A" 'h<iSe redUC6 'he °Vera" diC,a,°"al C0n"01 ,radi,l°nallV "V 
hae n'"9 'nVOlvement of <>erf°r™'s. amateurs and children, along with a 

manyoSm haveateo fonrt f' " n°mP°SerS '0daV Wh° haVe ,hcr,lselves '"troduced such changes; 

the music and ideas, publishing their ZZoZ ̂ ^ZoZnl"Z"'' °' 

eve,op imo prom,nem aspects ot their societvs 
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A Parable: Gondwanaland (1984) 

During the 1970s Gondwanaland, a small third-world country in the Middle East, discovered that it possessed 
substantial deposits of oil. This previously very poor country, that had been ruled autocratically by one family for many 
generations, rapidly entered the 20th century. Many schools were built, a free health service was set up with up-to-
date hospitals, and many other Western features were introduced. Steps were taken to devise a more democratic 

form of government, with elections, and a more equal role for women was initiated. 

Up to then, all the arts in Gondwanaland had been folk arts, unsubsidised, and largely practised by people in their 
spare time. Because very few people (mostly members of the ruling family) had been educated in or had even visited 
the West, there were no art galleries, theatres or concert halls. With the sudden influx of money and Western ideas 
into Gondwanaland, a group of artists (painters, sculptors, poets, story tellers, musicians) felt that some money 

should be made available to support the arts, as in the West. 

A representative committee of them arranged a meeting with government officials. At the meeting the officials 
pointed out that nearly all the subsidies for the arts in Western countries were for administrators, museums, galleries, 

theatres, theatrical companies, concert halls and orchestras, little of which was relevant to the situation in 
Gondwanaland. The government was prepared to build several museums, galleries, theatres an conce a s, 
primarily to house national culture in its existing forms; but it did not want to affect too much the way in which the 
arts functioned in their society, and did not wish their national characteristics to be too in uence y eserni 

However, the Gondwanaland government was very interested in another possibility, for which money would also be 

available. It wanted to develop a form of government, from scratch, that would be appropriate 

needs of its people. There had been a proposal that artists, who were in close touc wi e 9r 

their inspiration largely from everyday events and ordinary people, m'9ht ave a va ua e con r' 
country's development, providing fresh ideas and longer-term insights. T e governmen w P rnorfj:nate(j TI,;. 
artist-run think tank, where social and cultural research could be underta en an prac ic p I anvwav 
was felt to be more valuable than paying artists to do the sort of work that they were anyway already doing anyway. 

The artists in Gondwanaland found this an exciting prospect, as an appropriate new and 
Instead of working in unrelated, often boring jobs, they would receive sa anes t hrand 
would feel that they would be contributing more to their country than had previously been p**ble especially those 

who were living in towns and had lost the direct function of the arts in simp er, more ru 

Severalof my texts concerning the role of the art,stin 
member of the Artist Placement Group, from the mid- 1970s to the 

aims in neutral terms. 
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An Excursus into Uncharted Domains of Comparative Musicology 
OR 

How to avoid making the same old mistakes all over again 

seventeenth 

solo and ensemhlp instrumental 

Unlike other musical cultures, 
notably those of the Far East, 
instruments 

(apart from music for 
the organ and other 
keyboard instruments): 
filling in missing parts 

in vocal ensembles, 
substituting for a 
choir in churches, and 
on festive occasions. 

tonal, 
functional 
harmony 

independent (solo and ensemble) 
instrumental music 

the clarinet, 

the violin, 

During the 

century. Western music 
saw the development of a new 

genre: 

music. 

had been previously used 
largely in a subsidiary role; 

acoustics 

With the growth of 

which 

tonality 

instrumental 

Until this 

mechanical 

the most common of all 
musical instruments, 
the human voice. 

came the first 

and, with it, new instruments; 
some, like 

specially developed for the first time, 
others, like 

the result of integrating elements from 
several existing instruments, 

in turn had had a long period of development. 
It is almost as if these two 

"innovations", 

and 

music, 
were each designed to 

fulfil the great range of possibilities 
opened up by the other 

period the majority of performers had required 
no 

devices 
with which to produce music, 

but had used 

twentieth 

electroacoustic, or electronic 

Electronic 
equipment 

recording and transmitting 
music (as well as speech, etc.) 
for gramophone and radio, and 

studying 

(resulting for example in 
methods of adjusting 

the acoustical properties 
of a concert hall). 

"non-tonality" (it is too soon 
to find a positive term to 
include the whole field) 

"creative" use 
of electronic means 

the synthesizer, 

the tape recorder, 

"non-tonality" 

electronic 

electrical 

instruments which had become 
virtually as common as 

human voices. 
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instruments 

instruments, 

instrumental 

1500 

1600 

singers of the day, 

Then came a 
widespread but gradual introduction 

of the new 

largely due to the efforts of 
small groups of enthusiasts, who were initially 

hindered by the (comparatively) small number of instruments 
already in existence, 

their high costs of production, and 
prejudices against the use of 

which were associated with 
"inferior" social status and 
"extra-musical" functions. 

But, 
as with all successful innovations, 

music 
grew in popularity 

and soon 
became of supreme importance. 

Whereas the leading composers of the period between 

and 

were, to a large extent, the 
leading 

electronic equipment 

electronic equipment, 

electronic 

1850 

1950 

figures in all aspects of 
concert-giving, 

instrumentalists 
(violinists, and later pianists). 

instrumental 

singers 

vocal 

their successors, in a very 
brief space of time, 

were the leading 

At first the new 

music, still 
regarded with suspicion in many quarters 

(particularly by 

and people connected with 
the "traditional" music of the time), 

kept 
rather to itself, 

but gradually it came to be combined 
and integrated 

with 

music, and 
accepted on equal terms with it. 
(About four centuries previously 

a similar situation had taken place, ^ 

exponents of 
electronic music. 

electronic 

performers 

"instrumental-and-vocal" 

when Western music developed 
harmony and polyphony 
for the first time: 
composers became 
professional musicians, 
whereas all previous music had been composed 
• almost invariably anonymously -
by monks.) 

Doric Pnlnnno A nril 1 Qfifi 
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1  

Musical Environments (1990/2002) 

tocrnDrj/nprfmm"!?/!fkT"!" Wh'Ch' ,have presented mV music, especially the relationship of the performer 
(or composer-performer) with the audience, and my thoughts about musical environments. 

matie as b0th performer and listener over ™"V years. At conventional 

performed to them3^^ H J" amV6S' USUa"y after a hard day at work'and e*pects thal the "tusic will be 
with more fa! nf m,l 'Ve partlclpa,i°" ,heir ft- This is In marked contrast to the situation 

respoXo to ite nua hv pL„ , n , "In'T CTert ,he audience applauds after a musician's ^ Instantly 
rhythmicallv and snmpti'mpc cinn ' f other musicians are still playing; in a rock concert the audience will clap 
will not only sinq alona but arp snmpf9certai" far™'iar songs, encouraged by the performers; and in folk music they 
with seaS 10 leam 3 n6W SOng- Normallythe classical audience has tickets 
make any decisions This siti mtinn rh° person meekly sits in his or her allocated place and does not need to 
least the earlier arrivals is frpp tn rhn!n9eS " * a6 S63tS 3re ^numbered; each member of the audience, or at 
similar description is aivpn in nnP nf r T 3 r 33a S66kS °Ut 3 special p,ace' one where they feel comfortable (a 
experience I know how this is affected^v su^hnh S| b°°kS' hPP''ed l° 33 6mpty r°°m,; from my 0wn 

entrance door is located. physical features as the shape and size of the room, and where the 

involve the audiencTtoa areater px^t ̂  t^6 3fe m3ny 631pty S63tS'one thing that musicians can do-in order to 
They may not actually hear hptipr in ti 'S ° mV'te p®ople t0 move forward, so that they will "hear the music better", 
front rows of seats are fairlv WPII filipH ^ new seats' but il is Psychologically more reassuring to the performers if the 
accepted I iS the effeCt th,s has on the aad'ence who have either 
from more limited options Inevitahlv in^th C °Sen 3 personal one for themselves, and now have to make a new choice 
hopefully more ™ be « a somewhat different frame of mind, 

sounds, somewhat paraHe^w^th'ammmnf °f mV c°mpositions wh'ch are wholly or partly based on environmental 
Handel, Scarlatti, Satie) are rednrpd tn my works m wh'ch selected fragments by an earlier composer (Purcell, 
Gestures (1978) and Meldoci Gpstiirp8? '6'1?8 D3-d °n the'r harmonic tension. Two of these works, Meldoci 
birds and animate anffi fls,es <1 gyg>- « based entirely on the songs of selected 
and speeds to those of human music SomP nf th ent' transposing them (on tape) from their normal pitch ranges 
transpose effectively the most si impccf i i J m' pnman|y bird songs, that we appreciate most in real life did not 
whale - too slow for us to follow 2if h l° th°Se SOngs that are normal|V t0°fast or'like that °f th® b'Ue 

songs, but something of the original i^harSeTremams'1°d'Ca"V' NatUra"y the result is rather different f'°m th6 °n9mal 

human nKjti™s°omXha^ ft,rom wildlife son9s is that although it moves forward, just as in 

somewhere. I have likened this to a ritJ m 'S aC '"9 ls the human drive and thrust, the sense of going 
version of this route is determined bv consul"h someone has drawn a roughly circular route. The "human-
planned their route so that the heaviest itlmc . i. uC,u °nS,' Such as a ,ocal Person who is going shopping, and has 
decides to walk along a particular strppt in n w ! f ?UQ ,3St' The "wi'dlife" route is more that of a tourist, who 
m order to rest on a convenient bench nr malo*. u 313 buildin9 more closely, or to walk a bit further than planned 

ui mate a telephone call from a call box. 

Music Studio (1984)*andStw(fmus^ p.°rks of mine<the sound installation 1930s Electronic 
the Music of the Spheres (1978). Here an imaninu' ^ , of Live E,ectronic Music (1971) and The Search for 

9 ry ut unlikely environment is recreated in a musical context. 
In the sound installation 1930s Electronic M • 
3[ie.^etap ona table- 'ike a laboratory workbench0 unusual instruments and pieces of older equipment 
aim h ' 63 settin9 UP an electronic music studin in th i ^V6 appened That somebody in the 1930s would have hit 
already existed (in some cases as early as he 18 fi L TH' 6r 56386 that we know n™- A» the technology for this 

1870s). This sound installation recreates, partly tongue-in-cheek, the 
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sort of instruments and devices that might have been found in a mid-1930s electronic music studio -15 years before 
the first such studio actually existed - using the technology (or its more recent equivalents) that was available at the 
time; this includes that of the telephone, radio and gramophone. Some of the instruments, however, are not quite 
what they seem to be (a theremin-like instrument, for example, is actually a Saraga-Generator, which uses a photocell 
rather than hand capacitance to vary the frequency of an oscillator). They all require the visitor's participation in order 

to produce any sounds. 

It is only very recently that our electronic music studios have been able to invest in commercial electronic musical 
instruments on a large scale: these in turn were developed from the modular synthesizers that were originally 
designed in the mid-1960s for studio use. During the 1920s and 1930s all "electronic music was performed live on 
their more distant ancestors, the earliest electronic organs (some based on the analogue equivalent of sampling), 
electric pianos and monophonic instruments such as the theremin, ondes Martenot and Trauton.um; even the simpler 
acoustic technique of manipulating prerecorded discs on gramophone turntables, with whlcb 

experimented in the same period, did not form the basis for any completed composition untd 193(Johi Cageis 
Imaginary Landscape No. 1). Only with the commercial advent of the magnetic tape recorder in the late 1940s d 
people seriously think of exploring in a non-melodic fashion the sounds and noises that would previously have been 

considered as mere sound effects. 

The Birth of Live Electronic Music simulates an acoustic equivalent of an electrical amplification systemi in 
performing live an imaginary collage of 1930s 78 rpm records. A phonofiddle (a strippe^down early20thcentury 
violin with horn attached, devised to increase the instrument s vo ume for recordingpurposes) " 

length of plumbing pipe that stretchesi across th,= stage. usjng plastjc funne|s |jke microphones, 

- SS. On the other side o, the stage a ™-»SShorn 
stopcock tap to vary the loudness of each of these three inputs, with the so,rod hea d over a "ed 

. i j i /.u r,ort nf a 1 q?7 plprtrira unit the very latest in German hi-ti). iwo gags are 

=eS: °a?£& the6imaginary gramme wane,-ds 

lower down the mstrument s neck slo 9 k| es t0 |ife again); and at another point the music 

player's shoulder and the music then continues normally. 

, TU c ui .. .. ,.KaCnhprP«; a srience-fictional "mad" scientist builds a special receiver to listen to 
In The Search for the Music of the Spheres a science performance, and the whole work is 
the "music of the spheres". All the sounds are proved P gnd cg 

presented like a "silent" film, when from time to time the performers rreeze, uy. y 
projected onto a screen, before everything continues norma y. 

A fourth approach ,o environmental sound can be found with my invented ~ 

19681 are stereophonic, and • after one slightlyJ"" «lua [ap with tw0 or four loudspeakers one can control the 
quadraphonic instruments and to expand a couple of e g ^ can be achjeved w|th electronic 

structuring of the musical space, even thougi this is les p^ ^ ̂  ̂  ^ djfferent 

gadgetry; multiple microphones and p'ckups^nable the audience to a greater extent, as they are mostly 
loudspeakers. Any form of multiple loudspeaker system involves the auoience y 

between or inside the principal sources of sound. 

11 „ftQn foit a-? if thpre was a qlass screen between the performers and the 
With chamber music Perfor7XVemohasized by the fact that classical musicians rarely speak to the audience, 
public, and this separation is further emphasAieclb\ t ^  ̂  djsgster  tg |k jng tQ the audience_ gs W|th 

unless announcing a change of V0**™™ I'tremely positive. On another occasion in the same festival in Telluride 
asking them to move further forward can be e^em ̂ rPmance of a rather quiet and delicate solo piece was 
as the original form of this text was dellvere^i^V Pfam0US folk singer, Peter Yarrow; I decided to say a few words, and 
immediately preceded by a rousing sessmn with a fa ^ atmosphere, and calm them down a bit, in 
explained that I had nothing:spec|a| to say bui neecI concentrated on constructing participatory sound 
preparation for my own performance Jn exhib.t o ^ gctjons Qf vjsjtorSi mQre or |ess |jke p|ayjng a 

sculptures and installations, where no sound is proauce 

simple musical instrument. 
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environments, either urbTnTruml.ThTsTfomTa compete docu"lenta''on of ""usual sounds heard in everyday 
Environmental Music Projects sect|°n °f this book, under the heading Sounds Heard and 

My final thought on musical environments: perhaps we should start planning for the first concert on the moon. 

Composer festival in Teilurid^Cdorfdo 7nmo'andincoroT 7 M7'CalEnvironments dunn9 Composer-to-
1984 sound installation 1930s Electronic Music StuHin <? ^ 7 7 programme note/visitors' instructions lor my 
this book. Studio. See also the text My Environmental Music elsewhere in 
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Future Developments in Electronic Music (1972) 

It would seem to be almost a quirk of chance that the earliest electronic music involved the use of tape or disc storage 
and manipulation. Extrapolating from the present state of contemporary music, two aspects are clear with regard to 
future developments: the first step will be one of regarding electronic music as a performance-oriented medium like 
vocal and instrumental music, with prerecorded tapes used only in special situations where the results required 
cannot be produced live in performance but must be prepared in advance in a studio. The second will be the relegation 
of "electronic music" to a convenient subdivision of the whole range of music for peripheral applications ike music 
publishers' catalogues, where it will join "piano music, "chamber music", "orchestral music and so on. In a similar 
way to that in the early renaissance when, as far as the mainstream of music was concerned, new elements - the 
introduction of "mechanical" methods of sound production with the first independent instrumenta music ini la y 
remained largely isolated from the existing vocal music, and only later merged with it, becoming simply music . 

Indeed these two developments are already with us, waiting for the majority of musicians and listeners to realise that 

they exist; however, unless ingrained historical inabilities to appreciate contemporary trends are 
and musicologists will not become aware of them for some time, since live e ectronic music as . 
to be accepted and comprehended. The recent growth of small groups of compose^,former:spec a s; g n the use 

of electronic equipment has been primarily responsible for these developments, i sue g amD|ification 
has been to start out by assembling a substantial quantity of personally-owne equip , «;0ljn(js on their 
b u t  a l s o  f o r  s o u n d  m o d i f i c a t i o n ,  a n d  t h e n  t o  r e a l i s e  t h a t  t h e  w a y s  i n  w h i c h  t h e  p e i f o r m e r s j s  

instruments become increasingly closer to those previously obtained by using rans or nroduced bv 
that ,t ,s no longer of interest to anyone apart from the actual practitioners as to 
means of electronic transformation, by the amplification of actions whic pro uc 

a smaller room) with no use of electronic equipment at all. 

This feedback influence of the type of sounds introduced originally by taped electronic mrtta 

instruments whose sounds range from ones associate\ m h e ^ ̂  ̂  
music These sounds are, furthermore, netura tosuenostrum pp ^ ̂  ̂  ̂  ̂ ̂  a ^ 

to produce equivalent sounds on c°nveiid°na'sounds which become audible only when they are 
instrument, producing sounds ins.de a piano and a ™0e ot ^ ̂  ̂  ̂ ̂  ̂  a ^ ̂ musica| 

amplified. Historically it is not surprising that new nstmme (tunjng ^ ̂ q( ^ efa „ 
anguage has come into existence appropriate to t:h(t range o I ̂  ̂  (o ̂  fof ^ ̂  have 

turns out that synthesizers, which (because ttaym'bem ^ 0^ N deve|oped ^ a variety of non. 

so far only begun to progress beyond bemg co||ections of tication jn ,erms of sufficiently-flexible, 
musical functions; they still need to evolve towards then_po e P^ ̂  ^ ̂  m 

performance-oriented design and layout, in order for musicia irnpntc 
comparable to those already achieved by cheaper and far less e a ora 

We must beware of burdening ourselves with superfluous technology for the mere sake of using what is available, 

unless our musical impulses clearly call for it. 

Originally written, as one " 

early texts of mine. 
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Four Categories of Live Electronic Music (1972?) 

any one or mo^oUhT^ °f electronic equiPment during a performance of sounds from : the following types of source: 

conventional musical instruments 

ins,rumen,s °r,ound obiec,s'o,,en w,,h spedaicm,act 

concert I""*"- *• « * 

- electronically-generated sounds 

and Development", John Vinton7edfoictiona * 'Tr' 'W° art,cles'the first of which was "Electronic Music: History 
Century Music, Thames 8 Hudson Londnn TO7A°UContemP°rary Music, Dutton, New York / Dictionary of 20th 

principal activities by categorising all its possible applications9' 6Xam^e °f my at*emPtt0 /77a*e sense of one of my 
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Improvisation, Indeterminacy and Intuitive Music (1970) 

There has recently been an epidemic of reviews of contemporary compositions in which the word improvisation has 
been bandied about, almost invariably showing a complete misunderstanding of what it means and of what is actually 
involved in the different pieces of music that were under review. This is even worse than the reviews of programme 
notes which many critics resort to when faced with new music. From the opposite side, those musicians who are 
only involved in improvisation, there are objections that composers are asking players to improvise and then claiming 

the performing rights for themselves. 

Here are a few thoughts about the most common (and commonly misunderstood) terms. 

IMPROVISATION 

The particular combination of instruments used and the interaction of the individual personalities of the performers 
(and the predominance of the strongest one) and their respective musical backgrounds will define the musical style 
unless the musicians agree in advance on a style in which they will improvise. Thus a free jazz quartet defines fairly 

precisely the sort of improvised music that will result and the sort of instruments t at are p aye any pe ormer in 
such a group who either plays an instrument that is not normally used in jazz or has never played jazzbut comes from 
a background of "straight" improvisation will tend to fit in with the other musicians as much as possible. 

The performers inevitably tend to draw on the basic melodic, rhythmic and textural formulae and ar® 

available to them from their past experience. Structure almost invariably follows a slowly 
and fall, occasionally building up to a large climax. Such build-ups tend to take from 30 seconds_ 0 ® couP|e 

minutes. Improvisations tend to last from between 15 and 45 minutes, t oug ou si e performers nlav 
this may be as long as one-and-a-half hours; a few groups regularly p ay or wo one other Derformer 
mostly as they would do on their own, but interact considerably wit eac o er g nrouoinas are 
at any time), imitating, counterpointing, supporting or undermining each other. ̂  each 
sometimes ad hoc, and sometimes have a constant line-up; once the 
other musically, they can explore less obvious structures and interactions, perhaps even pushing each other (,n a 

musical way) more aggressively. 

The latter is illustrated in a text I wrote for Derek Bailey 's book Improvisation: Its Nature, and Prart™ m Musta 

119801. In an earlier remark about the Musrc 1 ^ SedThat "you could play in the secure knowledge 
Jam.e Mu.r and Hater on) Christine Jeffrey, were V 

that one or more of the Cher players, !9h, have expected them to play - in other 
a particular way, without necessarily play ng ̂  ̂  ̂  * musjca, possibilities to take place." Derek was 
words a security which enabled unrestricted °< mos( ifjc memory. indeed virtually the 
surprised about my feelings of seaJnty. and askecme t1 e> p g 0s of the Music |mprovisati0„ Company, is 
only one - that I have of a particular incident during one of p ^ ̂  ^ ̂  ̂ hjs 

Of a concert that we gave in Durham. At one p intense and clearly quite an effort to maintain. I knew 
saxophone, fa.rly fast figuration within a smallI prtch-range. ^ g ^ ̂  g$ jf he wg$ gskjng 

that he was expecting another musician to ^ ^ ̂  sujtabj|ity Qf 

one of us to do so - and at that moment I was not only pe p ^ ̂ ^ However<, wgjted untj) he had 

my instruments, but also I was not P|aVinCI aj the time a bjs whjch megnt ̂  hg then hgd tQ 

very nearly given up for lack of response ^ out musically it would have been virtually impossible for 
continue, for longer than he had intended , hejc of what he had just been playing (possibly, even if 

him to desert me immediately, as it would about this!). I took this decision for purely musical 
he actually remembered this situation, Eva g musjcg| tensjon thgt developed out of Evan's initia| 
reasons, without verbally rationalising it for myself, as ^ ^ thg ̂  jn whjch wg functjoned gs g 

gesture that seemed to me to be aPPropnate' lnteraction (which are virtually identical, and certainly inseparable), 
group, both musically and on the level of personal interaction twnicn 



mnlT actlon been 00 a verbal level'i! could have ^en interpreted by an observer as being rather cruel, but it was 

"rr teaSm9 9nd 3t the Same t,me intended t0 create a mutua"V stimulating musical tension. This is 
be1andknow each °ther well enough for a common language to have come into 

^atfonshlps^n which ii's based/ Pem",S ""P™h a9a'nS' "" limi,a,,°nS °' 'ha''an9Uafle a"d ,ha 

ItSiona! i?r0,iSatiT r°lve much 9rea,er p^determined stylistic restrictions; in addition to 

s oTe m e«serSd „ ,h T™ ' TS SUC" 33 °r0a" »n a selected theme (wh.ch is 
sometimes presented to the performer in a sealed envelope) and the earlier technique of figured bass. 

INDETERMINACY AND ALEATORIC MUSIC 

remove his own oersonaUa9tpTHd^escribes an approach to both composition and performance that is intended to 

SofcS  ̂ r W6 C°nCemed °n,V With the la,ter- The performer 15 9'ven tbe 

sound/methods of articulation/^6 °h 6VentS 'overa"for™) and/or whether or not to use certain sounds/types of 
how to use them. V"C ronisatlon Wlth other Performers/equipment operators/etc. - and, if so, where and 

happen during W ^ Ch'ef exception" whi|e specifying everything that is to 

one, but supplies a selprtinn of n h i v p ers not t0 state that one particular sequence of events is the best 
the spectator/reader/viewpr/auH °SSI ,esK 1 are considered to be equally valid. Similar techniques are applied to 
particular are conM '" other media, such as in literature and sculpture. Drama and sculpture in 

concerned with mobile and variable environments, audience interaction, and flexible situations. 

INTUITIVE MUSIC 

scores that consist'Vn^^shnrt^t 3 Coniposer'this cafe Karlheinz Stockhausen, to describe certain of his recent 

the symbolic indications of severaloHik nr**S6t A"S de" Sieben Ta9en' S'mil3r processes can a,ready be seen in 

Spiral). 6ral °f h'S Prev,0us scores ('"eluding Plus Minus, Prozession, Kurzwellen and 

bringing the perfom^b^ rather poetical|y; it often includes cyclic elements, with the intention of 

have a very different shape and feelinn nf flStart'"9 P°'nt' but 00 a hi9her '"tuitive level (as in a spiral). The structures 

•=ssssssssssso^̂  
such basic definitions to charact^ ^ reaCt'n9 fmm that ofthe improviser-Given 

as possible in their interpretation, to produce music that thTdidnntkT ̂  ̂  t0 b6 35 imaginat'Ve 

opposite of drawing on cliches. Climaxes can erunf fmm nJh J0W they were caPable of producing - the very 
happiest when he is surprised by the imaainativp m.aiif h 93S 'e as 10 seconds- Stockhausen himself is 
clearly been followed (which hasn't always been the casp\1 1 mUS'C th3t results' and" provided that his score has 
those of his own performing group. We comes Interpretations that are very different from 
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A recent example that clearly showed the distinction between intuitive music and improvisation was the first 
occasion on which Stockhausen rehearsed and performed one of the text scores from Aus den s.eben Tagen with an 
orchestra, the BBC Symphony Orchestra. At the very first rehearsal he read out the score text and explained briefly 

what he felt was involved in his intuitive music. The orchestra then played. What emerged was an improvisation 
which lacked nearly all the basic features in the score; the music soon became orientated towards early 20th cen ury 
orchestral music, such as Mahler, Debussy and early Schoenberg, which was the most modern period that a 
players felt at home in. Sometimes, it seemed to me, that as soon as one or two of the instruments begani to fplay 

particular patterns in certain pitch registers, other performers sensed the right p ace or emse ves, , 
a typical texture was created, somehow a blend of music from around 1910, in which every member of the 

knew exactly what they should be playing - but of course, this was not Stockhausen s piece at al. 

After several rehearsals more than half of the orchestra had begun to avoid such familiar ̂  we™ beginning 

to play intuitively. The resulting sound became increasingly more recognizab e, o as a i 

particular verbal score, and as a piece by S.jckhausen. 

Without using the term "intuitive", other composers have produced pieces with sinrjlar"aims,^also this 

symbolic notations. Much of Christian Wolff's music from around 97 , ®sPecl^ v J* Hpstroved and require 
category. Like all of his work, these pieces have a delicacy and frag,My that ,s all too easrly destroyed, and require 

great restraint and sensitivity from the performers. 

VERSIONS AND REALIZATIONS 

A final area of freedom in composed music is the "vereion"or 

form with instructions that one or more elenT^^° JL® by ,Phe performer(s). This is normally prepared in 
must be arranged and/or interpreted in one of^ve,^oss ^ which is one of several possible forms of the 
advance, resulting in a through-composed (often fully-nota e ) composition that 
piece. In the large majority of such compositions, no improvisation occurs, and it 

is so often labelled by the critics as improvisation. 

•w .< in Torn/Rilpv's ensemble work In C.Here each musician has an 
The same can happen in the performance itself, asm Terry y ^ ^ unexcjting.lookjng note 

identical score, a single page of notation which looks like q ^ ^ pgge jn the traditional way, but 
patterns which are to be individually repeated, each play P ^ gs member of the 

chooses the number of repetitions for each short ̂ 9™^ jck| than others), the music spreads out into 

ensemble does this independently (some (within a constant rhythmic framework from a high-
complex interactions of simultaneous, independent me ^ ̂ Stravinsky, without quoting from 
Pitched pulse), sporadically evoking, as it were, all mu ^ Qf the musjc js precisely predetermined, but no 
any actual piece of music. No player improvises and the o 

two performances will ever be identical. 

• , , nanWpW in hnth 1976 and 2002) was written at a time when I 
This previously unpublished text (slightly revised and exp , • C,a//K as a member of Gentle Fire, where we 

first had an equal foot in both camps, contemporary c .. gnd »free ]azz- (m Music Improvisation 

interpreted many scores with freer elements, but rarely p improvisation (slightly later I joined such a 
Company); one part of the latter developed into a third p, . jn f/)e jgst 30 yearSi becoming not only an 

group, Naked Software). Free improvisation has expan gWe gn(j hjgh/y sophisticated forms that are far 
international lingua franca, but subdividing into often unp 
removed from the ebb and flow structures that I describe ac i 

f re of Evan Parker's playing, extended with circular 
Rapid high figuration has subsequently become sue a ea u s/nce the eariy 1970s may be surprised that 
breathing to 15 minutes or more, that anybody who ha 
atone r/me even a couple of minutes of such playing might have been a strain 



Nature andPractice in ̂ usic"'^9^6'1 S  ̂a'S° QUOtedin Derek ***'' book Improvisation: Its 

music (especially when it involves^some'deQKeoff^d6^66^^0""'"99T°UP improvisations andin composed 
between composition and performance is also nerv* °7 thdt Gach fertllises the other- a similar balance 
or sound sculptures. me- and between composition and building instruments 
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New Musical Instruments (1989) 

If asked, many people would say that the evolution of musical instruments stopped with the present forms of those of 
the symphony orchestra together with the piano, guitar and pipe organ. Newer instruments that are used in more 
popular forms of music, such as the electric guitar, vibraphone, saxophone family and all electronic instruments are 
somehow considered as temporary aberrations. In actuality, new instruments are constantly being devised, only a few 
of which -as always in the past - have become standardized and widely accepted. It is also likely that in the not too 
distant future more electrical and electronic instruments will have been built than all acoustic instruments throughout 

the world and through all of human history - hardly typical of a short-lived trend! 

Many of the non-commercial instruments that have been invented recently, as in the past, have been designed and/or 
built by musicians and intended only for their personal use; in a few cases an inventor has marketed a new instrument 
(or family of new instruments) on a modest scale. In the last few years mass production techniques and commercial 
pressures have made such a traditional approach ever more difficult. In today s musical climate most instrument 
inventors choose not concentrate on making small improvements to a single instrument or family, but prefer to continue 
exploring new possibilities, often with a wide range of instrumental types; after 10 or 15 years of such work most 

instrument inventors are able to state that they have created more than 100 different instruments. 

Another aspect of recent music has been greater freedom in composition and more interest in free improvisation, 
which have largely removed one problem facing the inventor of a new instrument, that of its repertoire. This has also 
meant that, in addition to trained and self-taught musicians, the background of some inventors of new instruments and 
the related area of sound sculpture are in such diverse creative fields as painting, sculpture, architecture, poetry and 
physics, people who for a variety of reasons have been drawn into this area of music and sound, which often involves 

not only the construction of the instrument but also the composition and performance of the music. 

Apart from the electronic oscillator, all the basic principles of musical instruments were discovered in prehistoric times. 
They are very few in number, about half-a-dozen, just as - we are told - there are a similar number of basic stories or 
basic jokes, which has not prevented our endlessly curious and inventive species from continuing to find new forms 
and variants of them, even today. In our own lifetimes many new materials have become available, especially plastics, 
man-made fibres, new types of glass and metallic alloys; in addition, as in contemporary sculpture quite a number of 
new instruments are wholly or partly based on found and scrap materials, often used for the actual sounding object. 

This may initially seem strange: surely the sounding part of an instrument is particularly special? ^ 
craftspeople who build harpsichords, for example; they often construct every part of the instrument themselves (even 
the actual keyboard), with one exception: they go out and buy the strings, the all-important sounding etement 
'indicating that the challenge for an instrument builder is to obtain the best sonic result from the basic set of sound 

sources). 

tang inventors of new instruments there is also an implicit reiection of traditional 
vhich reached their present sophisticated forms at various times between the early 19th and early 20th centuries and 

ire therefore the least suitable for substantial further improvements. With the exception of percussion instrumen s 
hemselves largely a 20th-century phenomenon in Western music, many newer ins ; laments tend to be, ™"s™"slV 
»t, based on or related to the less well-known forms of Western or non-Western folk instruments (or occaMnafly 

tombine features of very different traditional ones). Western folk instruments whose Pnnc^"0^'™ " be " delv 

explored include the nail violin Una surprisingly large number of recent instruments in addition to the toy piano), the 
•agpipes and the hurX-gurdy he doubtless unintentional basis for nearly all of the noise instruments invented by the 
tahan Futurist Luigi^Russolo around the time of the First World War). The plethora of instruments that are used outside 
ho orr. , " ,10 a °u • nroHnminatP"; nuts our own traditional instruments to shame; so many 
he areas on our planet where European music predominates puts . . r- _v_mni0 *h0 nnQrat\r hd rantn 
rvonderful sounds and possibilities have been excluded from our classical 
style of singing that is also widespread in concert music was derived from a sing e folk style that was popular ,n part of 

taly in the 17th century, and excludes many other beautiful techniques and vocal qualities. 
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Western composed music, especially since the 19th century, has concentrated on instruments that can be played 
more loudly in larger halls, blend well with each other, produce every semitone within a substantial pitch range with 
equal ease and timbre, and so on. Today's newly invented instruments are concerned with a reinvestigation of all of 
the possibilities that were excluded, featuring one or more of a range of very different qualities, all of which can be 
found in non-Western musics (and indeed in some Western folk musics). These include unusual tunings (especially 
those based on unequal steps, such as just and meantone intonations, microtones and no predetermined tuning 
system at all, capabilities for pitch-bending, glissandi, graduated noise colours, richer and more expressive timbres 

ZZ JT r S°me 'n/anCeS' m°re f0rCefu"y Ug'y in 0thers)' s,ow timbre chan9es- 'on9 sustained sounds and 
mnrp HkUnrt ?. movement of sounds in the performance space. And, above all, these are instruments with 

ZZtilit! n?n PhfS°tna ' SOmC and ViSUal; happily accePtin9 their limitations when compared with the 

ou nn II 6 T"T?(think h0W many different musical stV,es the piano is used in), because that all-
purpose versatility can only result from a comparative blandness of sound. 

(Midlan^An^rpntrl^T *°- °f tflG t0unn9 exhibition Making Music: New and Unusual Instruments 
(Midland Arts Centre, Birmingham, 1989), only half of which was printed 
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Audio Art: Notes Towards a Definition (1992) 

A performance, usually of a solo composition which allows considerable freedom to the performer, given y a 
musician or an artist from another medium, that involves a specially constructed modified orasse™^ 
instrumentarium (everything from found objects to sound sculptures, and - tfeate in new way 
musical instruments to computer-controlled synthesizers and samplers). ,n which a 
or theatrical elements. Audio Art also includes earlier mixed media forms sue as ns rume" 
sound or music is used as an integral part - Performance Art, as well as para e eve opme 

Horspiel. 

In performance the relationship between the audio artist and the audience is normal^ L^oItheatricS 
relaxed or more personal and participatory (even aggressive), than wit conven ion rnmDOSj+;on verbally rather 
performances. This can include the composer-performer introducing and explaining each composition verbally 

than in - or in addition to - a printed programme note. 

The work of an audio artist combines three elements that are normally carried out by three very different people: 

- the craftsperson: musical instrument builder or electronic designer (hardware or software) 

•the composer 

•the performer or interpreter 

Requested by Marek Chotoniewski, composer and sound ai tist. 
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Sound Installations (1992) 

ire co™erd2rj,Z^ r "6W S°Und S0UrCeS became available ,0 Wes,ern ™si<:-s°™ °,,tee 

e ecta!fta flLT „?/n HT'? lns!TentS' SUCb 38 ampll,'ed vers,ons 01 sln"9 '"struments (especially the 
kevtoJevnttti^ P H ! C Vl°"n|' 3 Wlde ran9e alectr0n,c kaybaards I"1""™* orQans and p,anos, 

'nstruments), speciahzed synthes.zet con,toilets lot performers of evtnd. stnngand 

shap^nq sounds fram pupru perKt;uss'on '"Struments. Many composers now wotk ,n electron,c mus,c studtos. 
totaoe device^t!S a"d non niusl<:al °"9m compos,,,ons on magnebc tape ot dtg.tal ,ve performance' °r ,nvo,ve ,iv° e,ec"°nic music ~ 

"""fl Sourcea used ln live P^'mances can be seen ,n the worit o, individual 
(devised by John Caoe in ,94m nerf"96 """ a,lons ol extsting instruments, such as the prepared piano 

j1]. aad '""k" °biacts (somehmes amphhed) tha, are played as 

completely new acoustic aniDlified or PIPOT ^ ,echnique rather than concentrating on a single instrument, to 
"lutherie nouvel"in^ performance sterns - an area that is called 

some cases these are specified or constructeTb^cnmnn' 7°' "7"Ch ^ * n° equivalent ,n Enqlish or German'ln 

solo live electronic compositions and in imnm H S ° S t0 perform on-In other cases- especially in 

roles of instrument builder, composer and perwTsTn Lzma PerS°n C°mb'neS ^ ̂  trad,t,0na"y Separa,e 

from a variety of backgrounds improvisers are not trained musicians, but come 

P r̂enSl̂ TottleaT 'Sotnn«eVe!rOPmem " ̂  SVS,6mS <°r preaa«ati°" ia ad «"«* «— a"d 

"sound arToreXh'bl,i°"s< are afta" da"»bad <"» such as 

the background and training of the individual artists Sound™ CI" **,dent,fied' and ,ndeed these are often ,inked t0 

constructed by sculptors who become interested in the snl ^r® f'Xed °r k'net,C °b,eCtS Wh'Ch 3r6 USUa"Y 

resonant metal plate produce a sound thocr i . e sonor°us possibilities of their materials - if a steel wire or a 

explore methods of making it more interesting Sou"d install T"0'6 t0 feduCe * 38 bei"9 irre,evant'or 

by musicians and painters (who are less interested m th a'lat,ons and sound environments are more often created 

performance art, with or without sound)- they are desionedZT'^lCOnstructions and qravitate more towards 

of each venue, with the difference that sound in JLII !• Sp c Venue' or adap,ed t0 exp,oit the character 

sound environments concentrate less nn thp «!°nS vlsually resemble instruments or sound sculptures while 
space. In each subdivision some constmrtinn T"® S 3nd m°re 00 the actjvities of the public in the exhibition 

others - more often sound installations and especTaHy0sounri0matlCally'r69ardless of the presence °fthe public' Wh'le 

participation, whether deliberate nr imintont: , environments - depend at least partly on audience 

public to play, or a space in which their movJmS-ttta "" instn,ment ,or the 



Statement (1980) 

I invent new mus.cal instruments for people to en,oY new experiences and to increa 
environment of our polluted world, as a small gesture aga.nst consumerism and the tendency to throw 

everything away instead of recycling the waste materials of our society 

IM new musical mstruments for people to en,oy new experiences and .0 
environment of our polluted world, as a small gesture against consumerism and the tendency 

everything away 

I invent new musical rnstruments for people to enjoy new experiences and to increase their sensitivity to the 

environment of our polluted world, as a small gesture against consumeri 

I invent new musrcal instruments for people to en|oy new experiences and to increase their sensitivity to the 

environment of our polluted world 

I invent new musical instruments for people to enioy new experiences and to increase their sensitivity to the 

environment 

I invent new musical instruments for people to enjoy new experiences and to increase their sensitivity 

I invent new musical instruments for people to enjoy new experiences 

I invent new musical instruments for people to en|oy 

I invent new musical instruments for people 

I invent new musical instruments 

recycling the waste materials of our society, I invent new musical ins 
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Four Energy Sources 

Human Sounds 

ridged paving0stotsP(usdedC™ stopTlopes for betto tacHonHh8 ."fT^'h "I' P'" t'ment (side»^) 
pitch will be. If interest can be aroused, the skateboarder mi -hi l ' *" the skateboard ls moving, the higher the 

New Cross, London, February 1976 (suitcase); Falmer, Sussex, 
ugust 1977 (skateboard); London, October 1977 (indoors) 

Machine Snnnrlc 

several such SjTtTheertendofm int° ,ab°Ut 2-3 cm in d'ameter). Place this (or 
belt, in such a way that the moving escalator holds if ^fht> tPeth at the end of the visible Part ofthe 

use! 8 at°r h°lds 'fP°sltlon" An irritating sound! Remove silver paper after 

.... , London, November 1977 
Wmd_Sounds 

or more poles, listen to the differenc^thafr^'l?^'1 flapf,a8ainst the P"le in a strong wind. When there are two 
found with the numerous flagpoles at Londo^ Wh R" IT SO"nd\A Particularly interesting sound can be 

i ' e Centre s two buildings (Upstream and D re' W1ere the flapping from flagpoles on top of 
other, the Royal Festival Hall and the Hay„aTd ^Zy) °ff 0,h" bui'di"«s <^di"8 

The abov ff t B°nn' M3y 19?7' London' March I978; etc 

enough so Power cable hangs loosely 

Potters Bar, March 2002 On a w' d d roneis oar, mmui ̂ uv 

platform number sign at a railway station. If DOSSihldS Pr°Tced BY an old-style hinged, suspended square 
on wo adjacent platforms (as at the Western en 1 VcT ^a,fway between two such signs on a single platform 

- end of Swindon station, between platforms 1 and 3). 

Swindon, July 1994 

Water SonnHc 

topd»rt;ZfF  ̂
staSlv" Wt, ^ SOUnd of the fl°™g water fL 1 ™ ° 1CCBS to ,he such as a wooden 

y- hat do you dream about? om.Can you l°se yourself in the water's sound and 

I" 1994 this text replaced th* • ,... Buckfastleigh, Devon, August 1977 
Waterfall". ,heor^"'" "Water Sounds" text, which ,c nm 

- included m Environmental Music Projects under the title "Tuned 
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Three Reflections on Sound 

Consider the problems that blind people have as they walk around our increasingly noisy towns and cities^ How 
much do thev depend on the echoes from the sounds of their footsteps and from tapping a stick to tell than about 
the panorama of what to them are obstacles in front of them; how much do they need to rely on be.ng able to hear 
the sounds made by other people on the same pavement (sidewalk) as themselves. 

Holland, December 1977 

When you cross the street, do you rely on your ears to tell you whether or not any traffic is approaching more 

than / equally with / less than your eyes? 

Holland, December 1977 

g e drifting alone in thins all around you, n loving slowly8in all directions as darkness 
melancholy foghorns proclaim the passage of ships all aroun ^ 
falls. 

English Channel ferry, November 1977 
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Four Environments 

Sounds Heard in the City 

, or medium-sized lightweight cardboard tube (approx. 45 cm long and 3cm in 
teguLrt ToS7 PmSiPavement (sidewalk) or area of concrete, so that it will roll slowly and 
n T a g g e d r X r l l c f e a n l ^ , n ' 7 s t ™ g i ' m a > ' - n t e e f f e c t i y e  i f  t h e e n d s  o f  t h e  t u b e a r e r o u g h  

ragged rather than cleanly cut, and/or if the tube is slightly squashed to prevent it from rolling smoothly 

London, July 1978 

 ̂fê letfô d in Swed'  ̂̂  f™r « 
are all set at red and w ilk arm. r,H tu " syncoPations of the warning clicks when the pedestrian lights 
c l i c k i n g P a V e m e n t  ( S i d ! W a l k )  1 0  c h a n 8 e  y o u r  d i s t a n c e  f r o m  t h e  t w o  n e a r e s t "  

g ices, notice the much faster syncopations when some of the lights change to green. 

Stockholm, October 1977 

Sounds Heard in th.. rolinfrv^H,v 

morningfafter'a rright o^heavy rain" wi tl^wa ter sti H* d riffp^ng^c^^ ^°U' eS'?ec'a"^ ear'y 'n 

Sandford Orcas, Dorset, September 1976 

rained. " "S mb a8amst each °th« >" 'he wind, especially when they are wet, after it has 

Falmer, Sussex, August 1977 

Sounds Hoard hv thn 

Near the estuary of a small river, where its san.lv ch« 
sand which has not yet been covered bv the in - ' res.are Covered bY the sea at high tide, find an "island" of 
from air-pockets in the sand, where the combine?'"8/"^ ^,ISten to the hubbies all around you as they escape 
trapped air to be released immediately L"n rary ows of water cover the dry areas too quickly for the 

Erme Mouth, Devon, August 1977 

^^^dsJieard-iri-ljTe Mountains 

sides of you, like thunder. 1 m t,1e mour,tains, as it reverberates into the distance on all 

Sion, Switzerland, September 1977 
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Seven Portable Found Instruments 

When a strong wind is blowing, stand a, an angle to i, with your tnouth open; le, the wind play different notes as 

you vary the aperture of your mouth. 

Falmouth, November 1975; Hampstead Heath, Lo"don' J"^197^; 

Dartmoor, August 1977; Falmer, Sussex, August 1977, etc. 

This is a simplified version of Sounds Heard at La Sainte-Baume No. 2. 

Collect various nuts and acorns that have a small hole ^j^ngTounds like the whistling of the wind. A 
different nuts and different hole sizes, for a variety o pi c , F autumn) that have been cracked 
similar effect can be obtained with nuts (such as filberts or cob nuts Jd of the shell has been 
open by squirrels, dormice or wood mice, especially w u n on y 1 siope ;ust below the tree (intact nuts tend 
removed; look for the rodents' feeding place, or, it t e tret is o ' finger, 
to roll further downhill). Vary the pitch by altering the Size of the hole with g 

Sandford Orcas, Dorset, September 1976 

fjQfr j ^ 

"neS° Fa" cpnsitive to heat, cold and moisture, all of which 
; silk stretched across the frame of a cheap Chinese fan< is very ̂  ̂  hand)e between two moving 
xt its tension. Play it as a finger-drum or by on the silk, raise the pitch by holding thefanabove 
gers; lower the pitch by blowing moistly (gent v, vv blowing coldly). Combine t he wo i 
it source such as a fire or a desk lamp (or waving it in 
h change for a sound like low timpan^ghssnn .. ^ Augusl 1970 
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c re momal aspect of the performance. It's surprising how quite a small surface area produces 'such a low rumbling vibration. 

LarchconpTlirlfPrc 

reflections. Make the r" u^sou^d like a Hn'k Y 3 few buildin«s or bX ̂ ks, giving echo 
with much rhythmic overlapping. ™°f movinS the thumbs rapidly and independently, 

Keep the larchcones for use in concerts. 

La Barillette, Switzerland, September 1977 

3-D PnstrarH 

Play a three-dimensional picture postcard for m nfo „„ .. J 
a fingernail across the grooves at different speeds. Severafcontra n"m''Phone record; 33-45 or 78 rPm) by running 

c fingers on one or both hands. It should he nlar H ' untal parts can be produced by using most of 
be placed on a resonant or hollow surface to amplify Jhe sound. 

A Koln, September 1970 

A 3-D postcard zvas soon added to the solo comtmtiHn« A. 
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Envelope Buzzer 

Cut out the transparent address window and and two or three sides of the surrounding paper ^^lope 
of a business letter, forming a rectangle which consists of three parts: one edge in 

dtiwof hrorMys^expTOing^^tl^Mhe vvidth^^he whudow or its tength^Hold'the rectangle with ordinary ^ 

the maximum and minimum surface areas presented to y our flow ot rea 

London, 1975 

I f  l ,  
v 7 ' . :  j  

lid Clickers 
,  . . .  f .  , n  i n c r e a s i n g  r a n g e  o f  f o o d  p r o d u c t s  s o l d  i n  g l a s s  

From the early 1990s a new safety feature began to be addt < of the Hd (sirniiar to the isolated note 
jars with removable metal lids: a "tamper-proof raiset u o' when the jar is first opened, proving that it 
areas on the playing surface of a steel drum) that c ic s, rt ass ; g ^ lids provide useful small clickers, 
has not been interfered with since the product was sealed in the factory, 

held in the hand. 

The lid is placed in the centre of one hand held flat, with the' tips of one or three middle 
thumb. If the lid is positioned across the fingers wit i it ' - ^ ̂ rinl( slightly damping the resonant surface 
fingers (with smaller or larger lids) can be place jus . somewhat different pitch, 
of the lid (as can be done with the skin of a drum) and producing 

, ̂ arrnss or clattered on a flat surface, or spun on 
Such lids (naturally also lids without a button) can also be scrap 
one edge like a coin. . 

London, September 2001 

, fthe essentuill}, private Mouth in Wind, are included on 

Recordings of all of these found instruments, with the excep> ton^J sound larger than life, 
the accompanying CD. In the closely miked recordings 
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Sounds Heards at La Sainte-Baume 

JocJZ"t deSCri"t "m/'0m U Sain"-Ba"m< "ffranee in mid-summer are not. of course, limited to a sinele 

" 'TroSfnsWeT,\oulTfLdSU^'y "* "" ^ PKked'and lis"-" to ,h<-
and l^l^th^i^ickle ̂ ^nsHhe tree se are mos* audible with "bone-contact" - place a finger in one ear 

(approximately 90M 20°The ix^'pc'sftlon^f st h' bJ^Ze' Sta"d S° thfthe wind is blowinK ^om one side 
the wind produce quiet no^ ^ *"* ̂  vour mouth and let 
mouth by different amounts and 

whS^^t"blowZd ZnZlZZ,T„brZnCheS' h°ld " ClOSe- *°,ht'Mr fad"S,h" diredio" 
mouth. • Pr cevariat,ons similar to those produced with your 

3) tvr tmade b,yrif,s as ,hey - -d ——d •» -» 
almost colliding with you). urnmg at the very last moment before hitting the rocks (or 

stream flowing oversioil«andsmalTrocks" '* Virtu,lIlyno breeze- rustl<-> like the sound of a 

5 ) ! r  I . i r o l d P y e o t a l l y  i n  t h e  V e r y  , a t e  a f t e r n ° ° n ' l i s t e n  t o t h e  c o n t ' n u o u s  h u m  o f  t h e  h o v e r f l i e s  t h a t  a r e  i n  t h e  

6> LcSon?pTrison!riCketS' ^°W '°ud and var'ed their songs are. And how few and restrained are the birds by 

in regular rhythnJat differ^ surrounded by rock on all sides: strike two stones together 
ways to the echoes you hear. Face in different direr tin n °f ntardando' relating these in various 
Invite other people to join in. Vary the direction and time-delay of the echoes. 

La Sainte-Baume (near Marseille), July 1974 
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Sounds Unheard 

Visiting an exhibition of painting in a private house. 1 sat down m an empty because I 
dosed mv eves lor five minutes. Gradually 1 began to feel that was betng watchedryet^^^erd,smd the 
room,since 1 would have heard them coming in through the slightly opened door. The feeling persisted, 
when 1 eventually opened my eyes I saw a cat standing in the doorway, stanng at me. 

London, October 1974 

ghts Seen 

• . u i,v„- A mechanical departure indicator board. Look up 
At an airport or a major railway station, stand or sit jus ^ ition higher up on the board, 
at the moving parts as all departures are mov ed, 

Heathrow Airport, London, November 1974; etc. 

.• ur • 1 on "stilts") has an open-air pedestrian area at 
At the bottom of a tower block of flats or offices, which (raisec _ ^ ̂ ̂  ̂  ̂  you walk under it): run 
ground level and a narrow indentation along one side (givr ig ^ Make sure that nobody is in your way 
very quickly past this gap with your head tilted bac wai -
before starting, and that you will be able to keep your '' 

I nndnn. 1971 
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Environmental Music Projects 

Singing Road (1969, rev. 1978) 

surfaces On^ofHT^ first- aCC'dental sounds Prod"«d "y car tyres moving over certain motorway 
S m i l e s ™ i " S  7 s  ( f o r  m a n y  > " ' a r s )  n e a r  , h a  s o u t h e m  e n d  o f  t h e  M l  m o t o r w a y ,  a  
vehideXfastfte soeeJ ,hnh £"1 ™ be Varied "y chan«in« ^ °' «' «* other read 
a 8 a ""h" A S'retCh Bel8ia" ™">™ay E41 near Mons had (in 1978) 
necessaty places very worn down, producing a greater range of pitches without speed changes being 

ma,erial <" -d «*» •-
range of driving speeds. A melodic sem ' m") ^ P ran^e that resulted from each one for the normal 
roughly constant speed (the seauenr > h e C°U ' "Tu created' assumin8that a" driving would be done at a 
niit necessaril\'"en^intng true deDendin T h'g,r °r '°Wer" With the of the pitch intervals 
counterpoint could hicrfa tedLoT Tf fK? Ch°Sen by 6ach driver); 2"voice <*™d* or 2-part 
roadsu^acing materials ^otha^he whpel«aC fh ^rf ^ °U drivin« ,ane with differen« mixtures of 
from those on the right (motorcyclists would nppH e ° Tur fe COntact with a different melodic sequence 
three lanes, 6 parts If a4or 6-partstructur asi ecar.). With two lanes, 4 parts could be composed; with 
speeds would create strange^(and po^b"v *ona' sty'e , cars moving at different 

could mean that someone is tt^t^ttajvtnown3 Sudden dissonance 

Acoustic P.nrlc (1975-1978) 

environment could beTre^do^ ^ " UnaVailable'a similar 

one, designed to make the public more aware of rh • I K -v re9u|rements. The aim is an educational 
in everyday life. No musical instruments or soun 1 * S°,U" around them and their interest or disturbance values 
be produced primarily by people^w'.kln JhZeh P fa the P8* ** rounds would 
the environment should if possible be done by local ZT^' Z u* by Wi"d a"d Water The construction of 
the following suggestions would be used primarily as model "f "? by mus,c,ans or artiste- and it is hoped that 
think up their own contributions on similar lines ' tS ° S im ate members of the construction team to 

greater use ofa'^Xpa2°Uld ^ taClt'y 'ndlCated by some sort of path, perhaps winding in and out to make 

pebbles.stones,bricks t'aTand ^"Sin8d"ferentSUr'aCeS<8raVe'' 

sounds" ™y ty^ 

" ~dŷ ~Û Cnon° ̂  T*,He " **-«* ™'d * made 

first reflection from one side stops after two or three «eps aTd "I IT" 0" eaCh S'de" SO Placed lhat ,he 

should be made of the directions in which the windbiows^'8'! f *" ̂eKisa strong wlnd; careful study 
sections of wall can be angled appropriately frequently at that spot, so that the holes or 

"«tScrea1e~  ̂
unnaturally silent SOunds from a" a™nd could be heard, and others which are 

«* also Tuned Waterfall opposite. 
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Tuned Waterfall (1973) 

Tenea small waterfall using large stones and small rocks, placing them in various arrangements at;th<t lip of Use 
waterfall (or different results; a Vong line of stones will give many subdued sprays of water,:bug*^ 
larger intervening spaces will concentrate the water at certain points, wit s rong je s . method 
Xddle (for example); various comb,nations of these can be used. A quicker and mom 
would be to construct selection of simple wooden barrages, gates whtch each have a different arrangement 
"teeth" and gaps, which could be lowered into position individually. 

Aynho, Oxfordshire, August 1973 

"Tuned m,e*»' runs originally included in 4 Energy Sources unde, the Me "Water Sounds": in 1994 it urn replaced by 

a new "Water Sounds" text. 

The participants are divided into at least three small and an hour). These 

buildings and grounds of a school, college or university. 
4 mUnrlv nne of the following definitions, which are 

Eachof the five sounds must last for at least a minute, am e .nnllv exclusive some of the sounds may 
deliberately subjective and emotive (since these definitions are not mutually exclusive, 
also contain elements of one or more of the other definitions). 

-asustained sound 
- an interrupted sound 
- a beautiful sound 
•an ugly sound ^lWHvelv by the participants (e.g. loud, too loud, soft, 
- a sound with a quality to be decided upon in advance c 

too soft, disturbing, inappropriate, confused, isolated, etc.) 
n . unds of each group are played back, and their 

When all the groups have reassembled with their recordings, t e s ^ ̂  gome wayS the most important (though 
suitability for the chosen definitions is discussed. Finally - ana , for each definition are played back 
unspoken) aspect of the whole project - all the sounds tha we g< ^ can together easily create a familiar or 
simultaneously. Thus the beautiful sounds, while beautiful in strummed will evoke the image of 
even corny result (birdsong, the drip of a water tap anc a, gui' g (he ugiy sounds are likely to combine into 
someone playing a guitar on a riverbankon a sunny i- ay , w tedly musical, 
something that is much more vital, exciting, unpredictable and unexpected y 

. . .  , u , t  n  b r o u g h t  a  v i t a l  i n g r e d i e n t  t o  t h e  p r o j e c t .  
This "sting in the tail" surprised me the first time, but I soon realist 

4 7  



My Environmental Music (1994) 

Since the late 1960s my strong interest in the environment and in wildlife has been reflected in mv music In 1974 
mlT,?1F 3 radical,refsessmcnt of already modest lifestyle, I became a vegan (strict vegetarian). Beginning in 
16,1 have compiled a collection of written environmental sound documentation (Sounds Heard) and several 
environmental music projects. My first composition related to wildlife songs was the tape composition Natural 
mages ( <- 76), which was originally composed for a modern dance work of the same name by Royston 

Ma I doom; this in turn was based on a shorter workshop collaboration in which the choreographer and I 
performed the music live on acoustic and amplified plant materials, stones and pebbles, while 1 had 
c loreographed one section of the dance. These and other concrete and electronic sounds were further processed 
in ie tape version, to evoke but not imitate the real songs and related sounds. In 1992 I combined and extended 
elements of the original live piece as a solo performance to accompany the tape. The plant materials also formed 

ie basis of my instrumentarium in 1982 when I performed in John Cage's Branches (also dating from 1976). 

Environmental elements can be found in several of my earlier compositions. Music for Car Horns (1967-69), 
which is still unperformed, was intended for performance in a large car showroom or outdoor space. I used slide 
projections of seaweeds as an element of the notation for musicians and dancers in the music theatre work 
Beautiful Seaweeds (1972-73), while a solo music theatre piece, At Home (1978), uses acoustic and amplified 
,™,e.S;C °b!.ects" mcludmg a home-made sheep-dog on wheels which is taken for a walk. My poem for Haiku 
( 74) describes the silvery effect of recent early morning winter rain on the branches of a tree. The apparent 
environmental implication of other titles from this period are, however, misleading: Kangaroo (1968) for organ 
only comparesthe player's actions to the animal's leaps, while the specially-built instrument used in Spring 
song ( 970) is based on metal springs, and the found-object instruments in Salad (1977) are egg cheese and 
tomato sheers! 

A new aspect of my environmental music involving traditional instruments began in 1978 with Meldoci 
vestures (named from a delightful misprint in a music journal), in which various exotic wildlife songs were 
recorded on tape and played back at a different speed - up to four octaves higher or lower and sixteen times faster 
or slower - in order to bring them into the range of human music in both pitch and speed, and were then 
ransenbed for an instrumental trio. Meldoci Gestures from the British Isles (1979) rectified an unintentional 

omission in he earlier piece by using exclusively British wildlife sounds, and in 1981 the same process for the 

iSSXSCi the musical material was applied to sounds in my personi" «•>"—« 
A further music theatre composition, I Have a Dream (1984-85), applies part of a phrase from a famous speech by 
Martin Luther King about the situation of black Americans to the way in which humans similarly regard animals 
as an inferior spec.es: a strange unknown being emerges from a human-shaped cocoon and lives through its life-
cycle. Whale songs, already used in different ways in Natural Images and Meldoci Gestures, reoccur more 
recently, played on different objects by superball mallets, in Master Domenico's Humpback - Interrupted Tango 
tor piano (1983) and Strata (1987). My other favourite animal song, that of wolves (also used in the same two 
works from the 1970s), is intended as the basis of a long-planned work for several trombones (or cellos), in which 
the composer would act as an imaginary musicologist in a future when wolves have become extinct, trying to 
recreate their music from a single surviving recorded fragment. 

This text was originally written in the third person, for a festival programme in Bratislava, when several of the cited works 
were performed; others can be read about in this book. 
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The Eggslicer (2002) 

Tiger! ("The Stars My Destination 
simple melodies on an eggslicer. W away the interminable hours by pluckin; 

sometimes amplifyingthem wThV^onua i knTT"' '"hX ' '6°S *"*"* 
magnetic pickup (as in an electric guitar), which extracr<T,l \ the firSt £° them W,tP 

sustained tremolo sounds when the eggslicer is laid flat arm, Sounds from them * including long 
that it rocks back and forth for several seconds The larr i S C 6 P Up and Sent,y pushed at one end. so 
from an old telephone) is filed down in places and diff onger when the r|m of the pickup (taken 
speeds. °Wn places'and Positions give different timbres and vibration 

experience ** ̂  8 °r ' ° *""&•°™ 

Republic (perhaps the stee, contendXafXJaXrn IXm," ' """? ^ Gen™" Ddm°cratic 

model I saw in a shop, but none of the others were quite as eoodX10™""^ *° tU>'examPle °f ""7 
plastic or metal eggholder (which contains long slots into whkh rh pe,?°rmers-lite me. separate the 

s.des increases the tension of the strings and produces hl^er' 

Naturally the manufacturers are not concerned wirh r • 
irregular to produce a set of mostly different pitches* it iThn ^ tenS'°n 'S USUall>' suffici'ently 

pushing hard on them (for a lower pitch) or on an adjacent o^for a higher pi^h)""6 S°mG S'ight'y b/ 
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b* in the 1970s I attempted to build a triangular equivalent of an eggslicer. with strings of different lengths 
' -Id never succeed in maintaining a„ the strings at sufficient tension wh„e I 

was fixing them in place. 

rher kitchen utensils: the tomato slicer 
equently I found two other "relatives' of the eggslicei amo g variety of cheese slicer (with a 
h miniature saw-blades instead of strings, and a woo en ' g jece called Salad, using a selection o 
le cutting wire mounted across the front). Guess w o co 
iree kinds of slicer, amplified with a set of four magnetic p 

lekleine Eierschneidermusik (Eggslicer Quintet) (2 
Hueh Davies. Martin Klapper, Mats L.ndstrom 

'Up improvisation by Johannes Bergmark. Adam Bohman. 

lording of Eine kleine Eierschneidermusik is included on the accomp 1 i ^ d sources It was 

is is the most "professional" track of all on the CD. n cooperation, attempting to recreate an 
o the most complex to organise, as it involved Internationa "OP^ Experimental Festival in 199 a 
fslicer ensemble from a sextet concert at the Copen g Klapper in Copenhage , 

I was recorded on a DAT cassette by Johannes BergmarkandH proTools fa a aaCD 
idstrom added his layer to the DAT in Stockholm and sent he Boh and | added our 
3M (so that I could balance each of these three tracks Via* contribution. as I warnecMum, 
'ers in London. In remixing the final quintet, nothing to the original duo with,put a"°*^cer 

ou,d be. was musically the most difficult layer, not on y sjxth member o t e ori 
*~mer. but also trying to "leave some space" for the finalduo4 ^ ^ j( was too impract,cal 

le in Copenhagen. Jindrich Biskup, subsequently m 

to participate.! 

5 3  



layer I:Johannes Bergmark (left) / Martin Klapper (right) 
layer 2: Mats Lindstrom (centre) 
layer 3: Hugh Davies (half-left) /Adam Bohman (half-right) 

severaTaue^tiorT h''' '°66 ̂  S° e3ch ™sicia" several questions. Here is a summary of their responses. 

1) how many eggslicers did you use? 

Bohman and Lindstrom: one; Klapper: two: Bergmark: three (one without any strings): Davies: five. 

2) have they been modified or prepared by you in any way? 

Bergmark: one has no strings, and some strings on a second one are loose; Bohman- a small piece of 

originai'plastlĉ okJerv'd 4 ^ 3 b°tt,eneCk (h'S S,iCer iS Sti" attached t0 its 

;:;rin°gmet,mes prepared with a thin m«ai d- -a •***^ « 

All wer» amp°med (the mod^ ''"J'ja' M Y°" contaa micr°Phones/magnetic pickups /other pickups? 
andTSmtft o e oM B°hman with a d°"°« Otophone: Klapper 

blewon^oneTIler Be 'maT r T t"°> P'US 3 eonact miCr°ph°"a <whe" he ** 
eggslicers werfhjld lfnSt the V'""8'*" e88fCer was Part of hls Instrument Whalefish. and his two free 
gg were held agamst the .nstrumen, ,n order to be audible via its built-in contact microphone. 

4) did you use any live electronic treatments? If so, which? 

nly Bergmark: tube (valve) distortion box. and Lindstrom: multi-effects box for electric guitar. 

5) what playing methods did you use (like plucking, bowing, striking blowing on etc)' 

LindsTrOm: pluc^^o^^lSiSf ^ ̂  pluckin8' bowi"8' striking and blowing: 
a screw and rubbing the strings with sandpaper Bohm fr8mark lncluded b°wing with a feather, striking with 
marble, a -tangle, a large dented 

the polystyrene and a razor blade; Davies had a needle file a c' n . L (llke a toothbrush), a round file. 
Klapper's "usual set o, tools" feature™rum nail fflis t ^̂  3"d 3 P'3StiC •"*** 
spring with his thumb to produce bass sounds. ' sPrings; and Lindstrom "scrubbed" the 

6) did you play only eggslicers, or anything else? 

n sounds in combination with those of the eggslicer. 



Squeakbox (1969) 

% squeaks coming a metal reed come in two basic types. The first constats of a short 
reed holder (of which many years ago I was able to buy two different sizes/pitch ranges), and must 
intended for any toy chat featured a flexible, squeezable hollow plastic or rubber 
.bellows In the second type, which I have always thought of as doll squeakers, a reed ,s incorporated 
miniature plastic bellows, so that it could be fitted inside softer dolls and other toys. 

Between 10 and 12 doll squeakers of the second type, with contrasting p'tches or quality^of^®akf ^ P'aC 

msideabouthalfofthe separate compartments in an alphabetically labelled 20-part accordion file. 

different positions within the compartments. 

* an accordion ("squeezebox-)! also vary the part of the file that is squeezed, to activate the different 

positions of the squeakers. 

A second version (197S) completes the circle of titles: the ^J^ers of the first type, 
accordion (or concertina or bandoneon) are removed and rep y ^ 

Individual squeakers of the first type can also be fitted into the nozzle of ^sma||er sized 
containers: my favourite is the lemon-shaped yellow plastic isp arhipved by cupping one's free 
squeaker fitted perfectly). Different modifications of the basic sound can be achieve y 
hand around the nozzle and by leaving the nozzle-cap loosely screwe 

1964 66) I moved to London ot the end of 
Following a two-year period as the assistant of Karlheinz Stockhausen npapue and it was she who first showed 

'967. The composer Annea Lockwood became a close musical frien an nvantearde context I had largely worked 

«e the doll squeakers she had found in a local toyshop, far removed from the a g 
in beforehand - or perhaps not so far after all. Squeakbox is e ica e 

When it wos new I showed Squeakbox to another friend and collea^' a Hungarian flavour. 

conductor Peter Eotvos, who wos immediately able to conjure some 

A/though I have not investigated what is currently available in toy shops, / im g become increasingly hard to find any 
lQrgely replaced by electronic chips with sampled speech sounds. Cer y such exotic items for sale. After 

electrical or other surplus store or mail order company of the in q lifetime's supply of such cheap an asic 
0 COuP'e of early disappointments I long ago decided on a po icy o 
items. 

A recording of Squeakbox is included on the accompanying CD. 
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Eargong (1973) 

ta^^Xt„hfofUndm'^ °bJeCt' tyP'Ca">'3 rectan8u'ar °'an grill with several crossbars (resembling 
e a c h  "  ° ' ^  3 d i a C e n t  C ° m e r S '  "  t W °  S i m P ' e r  ° b i K K  " *  

Max rngarranVota^hf ar°Und °*" °f >"'Ur indeX <°r tie a «»" '°°P•» «•» string and insert tha 

alio vv th^eargone to hane f I^T T °" ** m Side b°<* ">dl™ »T head forward to 
2:yr fTOnt °f yOU•at abOUt knee W- •»* and forth, hitting 

padded surfaces can be used rn ^'u" °th6r °bjeCtS (w°°d' metal* plastic- «lass- etc)- Softand 

against each object and the ^ j*3-'"" ° S°Und spectrum" Vary the way »n which the eargong swings 
e L b e f ° r e  m a k i " S  " "  S O U " d '  V a r '  < b e  —  

speeds LdTvZs) and vTrvfneVh ,T ^ from (different :£i2  ̂
c° pencils 

i^Sasj^ssasa-u 
found objects *' yOUrself SurP™* *™™lf- Make eargongs front other 

dbe diSCOTOry °f CbriSt°Pher W°°d™"- - d—strated to 

instruments. Tha grills that I usually use have proved wbTZZ^ffeT''"8 ̂  diSC°Veri"g "ew muSia' 
benefit that it is possible to buy them in c.iffirienr • L effective eargongs, and have the added 

instrument by having them specially manufactured " 'tieS' r3t tha" COntradicting the of a found 

autumn I C^onOUt No^ApTrt'fromZlTl° *"**** * 
toothed driving sprocket wheel from a bicycle; another of my earrnnvc hi favounte earS°ngs include the 

instrument from a young child, consists of a simple metofcoot l^^^i^ont^length'of^hn^otuched. 

included on the accompanjng CD; pleafe ̂ yoZXnZde^ati^e^"""^' ™ ^ 
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Lady Bracknell (1974) 

This toy instrument is named after the famous character in Oscar P1^ nidation by 
Earnest, related especially to her immortal response A handbag. . 

Dame Edith Evans. 

With a drill bit between 1.5 and 2 mm. bore a small hole in the centre of the ase: o ™ ®™P ^ ho|e 

height both between 7.5 and 10 cm), such as for ground coffee; ffile^any ^ ^ ̂  a 

Cutapprox. 1.5 m of monofilament fishing ny'on^breakmg stra.n ^ 'resu,t resembles half of a child's 

used matchstick and thread the free end through the hole fro . , ., reused with the nylon line stored 
"tin-can telephone". If there was an original plastic lid for the tm. .t should be reused, w.th y 

inside the tin when not in use. 

t on a chair with the tin placed on the 
Among various possible playing methods the most satisfactory is to si ^ tQes of one shoe raised so that it 

floor with the open end underneath, gripped between ones shoes or wi necessary wrapped round a 
rests on the rim of the tin. Holding the free end of the string tightly ,n one tendj'fn* ^ ̂  ^ ̂  

small piece of wood or other object), rub the string with the wettene sma|| contajner with water 
instrument that I do not share with others. I use my own sa iva, ut.an' ht hand and rub it with 

be found preferable. In my experience as a left-hander, o t e damped by my left knee, 
left, supporting the tin with my left foot, thus preventing the string from being P 

Different degrees of pressure and the number of finger s used (not mal y (especially when accompanied 

fingers) can produce a range of sounds from chickens to gent y r"°^" sjtjon enables the performer to angle 
by an appropriate facial expression and body language). The sing e o _round, creating a wawa-type effect, 
tbe far side of the tin away from its flat position to about 4 egrees 

A full-scale sound installation that uses the same materials and performing pri p 

described elsewhere in this book. 

Mrs. description ofLody BrocKneH wos published by my frrend .he Cunodion-lrish poe. seen . huigrn, ,n h,s booh 

Roe-Tree: a Simple Introduction to Experimental Poetry ( 
HarO (web)) are included on the 

Wordings of Lady Bracknell and Collective Responses (played on oo 
"ccomponying CD. 
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CONFERENCE INSTRUMENT 
Hugh Davies (1976) 

cone of A4 paper 

matchbox drawer 
attached to 

matchbox cover 
with rubber band; 
pen inserted and 
moved as arrows 

Materials: empty matchbox, rubber band, pen (felt-tip/ballpoint) or pencil, A4 
sheet of paper - all found on a typical conference table! 

Wind the rubber band twice (one twist) around the interior tray of the matchbox. 
Insert the exterior matchbox cover between the base of the tray and the doubled 

rubber band, turned through 90° from its normal alignment. Insert the pen or 
pencil as a movable bridge across the two longer sides of the matchbox tray, 

between its rim and the rubber band. For somewhat greater loudness (and to 
enable others to hear the sound adequately), roll up a sheet of A4 paper into a 
long, narrow cone shape and insert its apex into one of the open ends of the 

matchbox cover. 

Performance technique: pluck the "strings" or gently move the pen/pencil laterally 
ac war s an orwards across the rims of the tray (holding it at the opposite end 

trom the amplification cone). For the greatest satisfaction in private listening, hold 
the instrument close to your ear or to that of a colleague. 

sat next to him at a ^ Ar^entinian-^nadian composer Alcides Lanza, when I 

A recording of Conference instrument is included on the accompanying CD. 
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Collective Responses (1981) 

sound installation, to be performed by members of a concert audience 

The composer's sound installation or environmental instrument Roomharp (1970), or its revised 
formats Wall Harp (1981) and Room Harp (web) (2000), is installed in an appropriate space in or 
close to the room in which a concert is to take place. It consists of a three-dimensional web of 
monofilament fishing-nylon strings, mounted on one or more walls, whose sounds are acoustically 
amplified by means of unusual resonators (see notes below). 

The layout of the sound installation depends entirely on the wall space that is available. Between 15 
and 30 people will be able to perform simultaneously. In order to accommodate larger audiences (or 
at least those audience members who wish to participate actively), it may be necessary to instigate a 
shift system whereby a performer stops after a predetermined time and is replaced by somebody 

Collective Responses can also be performed as a solo or duo, or by a small ensemble. 

J m n l a ^ f ^  ^  W i t h  W e t t e n e d  f i n g e r S  "  f o r  w h i c h  s e v e r a I  c o n t a i n e r s  o f  w a t e r  
are P ^ced at strategic positions on plinths or on the floor. Different degrees of pressure and the 
sn.^T TT(n0m}aIIy the thumb °PP°sed to the first two fingers) can produce a range of 
nrpfp bl °h ifTt0 8u Y mournfuI wailin8-The Performers hold in their free hands a small 
preferably hollow, object that is placed lightly against one end of the string to amplify its sounds- if 
this is placed more centrally on the string it will damp or even "stop" it, producing a higher^ 

itsimnhZ^f trati°7nd/ehearSf Wi" be neCessary '^mediately before the performance; this can 
LchT I em r!S6Vera Perf°TrS ? °Ut thG Performance techniques in advance, so that 

them can assist a small group of audience members. 

n°fn°tated SCOr^ and no add'tiona' performance instructions; the nature of the instrument 
and its performance techniques is sufficient. 

/I portable toy instrument that uses the same principle, Lady Bracknell, is described elsewhere in this book. 

Room Harp (web) (1981; new version 2000) 

Minimum wall area needed: 4.5 x 3 m. 
Parts of the installation must be fixed to the wall, in approx. 20 places 
One or two sculpture plinths (approx. 30 x 30 x 80 cm high) will be required 

especially in galleries and museums, where visitors expTcftosSsta^™ element of participation -
touch". Room Harp (web) has gone throimhih... ho . . 8 request pleasedonot 
it makes no sound unless members of the public Darticirate-8 ^ *e a." my work for exhibitions, 
entirely acoustic. P untypically for me, this installation is 
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Room Harp (web) includes at least three special acoustic radiators/resonators which amplify the 
sound.The principal one is fixed centrally, high up on the wall, and is mounted at the front of a 
protruding "arm" through which the longest strings are mounted, harp-like. Partly interconnecte 
with this are twocircular webs on or just in front of the wall, one on each side o t e cen re, cac w 1 
its own central resonator (such as a saucepan lid with a red or blue conical horn fixed to its cer> ). 
Theplinth is placed centrally against the wall; on it is a small white plastic bowl containingw. / 
which should be washed out and filled with clean water at least once a day (depending cm 
ofvisitors). The visitors dip their fingers into the water before rubbing (- owing) e s g 
on each plinth reads: 

Dip your index finger and thumb into the bowl of water 
and rub any of the strings with them. 

Discover the most suitable performance techniques 
for producing different sounds and articulations'. 

Comments from a visitor's book, mostly by children: 
•livanttohaveaharpinmy room. Fantastic! ennnd 

Hiked the bit when we wet our fingers and we played the strings 1 ma t c 
•llovethe Warter harp ...the Day was the Best Day of my Life. 
•'twasreally fun! Especially the Room Harp. 

^ title also refers to the venue for the first performance, the original space of the London Mm 

wordings of Collective Responses and Lady Bracknell ate ini huh d • tapati0u she had only briefly 
co»poser Julia Usher kindly agreed to join me in the former, playing on a si 
lried out beforehand, on the day when we met for the first time. 
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Cascadenza (1981) 

proposal: environmental music project for a fountain in a city env ironment 

Fountains are normally concerned entirely with water, and its interactions with light. This project 
adds sound and the other three elements: earth, air and fire. 

The ideal location for such a fountain would be in a large indoor open space, for example in a new 
shopping centre on two levels; the fountain would extend from the ground floor to above the 
balcony on the upper level. 

The sonic elements could include all the four basic categories of instrument: wind, string, percussion, 
electronic: 
- sequences of tuned pipes that are sounded when the water flow forces air through them 
- water flows across "harp" strings, attached to one or more resonant bodies 
- pivoted cylinders fill up with water, tip over and strike a rock when empty (as in some Oriental 
gardens and irrigation systems) 

- water falls from different heights onto metal plates, set at different angles to the vertical 
- slow water drips fall from great heights onto a pool of water 
- lights shine through the water, affecting photocells which vary electronic oscillators 
- tuned waterfall (see Environmental Music Projects) 

A water-powered turntable could select different combinations of the sound and other aspects. Steep 
spiral water channels at certain points (with transparent surround) could increase the flow of water, 
and shallow (even upwards) slopes reduce it 

sand flow 
pumped air 
hot-plate (as in an electric cooker) on which water drops evaporate; the steam might 
rotate lightweight vaned sound mobiles 

Falling sand, pumped air and rising steam affect the lighting; small mirrors and shiny rotating metal 
mobiles reflect it. 

This unrealised project is the one I would most like to work on, assisted by a multidisciplinary team. 

Earth: 
Air: 
Fire: 



Shop Window (1979) 

^tension of the desire .0 affect .he actions and responses of members of the publicby me»s 
fmurak in shops and other public places, in recent years there has been a growmg 
nany of the trendier shops a i med a. young people, especially clothes 
misicfoften featuring the mind-numbing mechanical beat of drum mac in music very 
fat lace die enhanceioor, or are even placed outside it. Some car drivers play srmnustcvery 
oudly while driving with the window open, so that it can be hear c ear Y irside) and 
pedestrians and private homes (sometimes even louder than music without a 
workers on building sites or rebuilding and repainting older houses seem1 unabte to 
transistor radio set at a high volume level. There must be manyare oflen abusiVe in 
intrusions but are unwilling or even afraid to complain, si ci ^ „auivalent freedom to others); yet 
return (claiming their freedom to do as they like, while c eny mg c 1 iistening to it, and 
very few of those who impose their "choice" of music on ot ers art c iet alone to sing 
would often be unable to state the title of the previous song and/or its pertorm -, 
any of it. 

ftepresent project is an attempt to make the public more av\ art of thC ^ ̂ ear music at all - in 
individually what music they listen to - and indeed whet it r or no ^ ^ variety of other unsociable 
the same way that their right has been recognised not to be dis ur et and industrial noise, 
activities that are more tangible, such as chemical pollution, o tns' rasHng" of other people's 
Apart from this, it is probable that in some countries such public ' 1' 
copyright material without a performing rights licence is actua y i ^ 

This project allows both the artist and members of the public to playJhe ^ indiscrjminate loud 
and to design sounds that are less (sometimes probably more o e ^ window display area of 
"*kor rap music. The artist will work for 4-6 hours during weei c y' ^ include a chair and two 
ash°P- Everything the artist does can be seen by passers- y. e ct involves attaching sma 
s"1a" tables, with electronic equipment supplied by the ar is . iarge loudspeaker. One or two 

'Crical transducers to the glass of the window, converting i ' heard on this/these 
Jdiacent windows can be used in this way. Two kinds o sOU" ui;con cassette tapes or CDs 
oudspeaker(s): sounds brought to the shop by members of the p ^ recordings or broadcasts), 
'sounds produced and recorded by them, but not copies o ct aftist The window will no 

ch wiH be played at publicised times, and sounds crea e; . nate the sounds and possi , 
function completely as a "hi-fi" system, as it will modify/chsto / ^ whjch incklde a rubber 
a d unusual qualities to them. Various additional objects, esp <y g thg sounds. 
Su«on "sticker", will further modify the way in which the glass 

TTie artist's sounds will consist of the following: when 
h ch the artist will build v\ ne 

' 1uietelectronically-generated sounds produced by simple c|^^tS W 

nothing else is happening, performed by him at publicise ^ ̂  ̂  ^ ̂  

"a]' the sounds produced from the experimentation with and and with which the work is 
L'Tronic sounds and the amplified sounds of the ta e ., t djsplay area) 

dicing externally audible all the sounds in the normally ^ ̂ ̂  ̂  

' sh°h performances at publicised times on electroacoustic instrum 
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ĉ mm̂ Ton theS"ctivities Pin "P P™gress reports, performance announced, 

appropriate language which contains a deliberate error (actually seen in a shop door in London): 

Back in a few minuets 

Ich komme nach einige Minuetten zuriick 

Je reviendrai apres quelques menuets 

fashioned, and I find African ran musical U * !/ • aPProaches)> though my tastes are now rather old-
countries. My disagreement is with thns 7"°' more ,nterest,n8than the urban variety we have in Western 

J disagreement ,s with those who impose their often insensitive musical choices on others. 
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Tuned Staircase (1972) 

A short staircase, straight or (preferably) spiral has approx. 10-15 tuned wooden treads installed, like 
a giant xylophone. Each tread produces a different pitch through differences in the thickness of the 
wood and/or by by some of the treads being hollowed out underneath. The treads are fixed to the 
metal framework by means of a pair of large bolts mounted near each end of the treads and - to 
minimise the damping of their vibrations - supported by thick, dense rubber pads between the 
treads and the framework (in a similar position to that used to support the bars in xylophones, chime 
bars and other metallophones). Metal treads are also possible, but are less easy to achieve, as the 
lowest-pitched treads would require substantial metal weights attached underneath. 

The tuning of the treads should be designed and arranged so that a (reversible) melodic line is 
produced when a person walks up or down the staircase, with no more than one-third of the pitches 
duplicated (ideally no pitch should occur more than twice, and octaves should be avoided; see the 
examples below). The melody should have a tendency to rise or fall that is opposite to the direction 
in which a person is walking. In addition to such normal use, one or two agile musicians (such a 
percussionists) wearing clogs could create a performance, in which - in addition to normal step­
wise" movements - considerable rhythmic variety and some "leaps" would be included; sue 
physical leaps would produce a different mixture of adjacent pitches and sometimes pitc caps, so 
that the performer(s) should know the tuning sequence by heart, perhaps marking each tread wit 
its pitch name or some form of colour-coded stickers. 

Sample melodies 

10 STEPS (top to bottom) 
(2 duplications) 

15 STEPS (top to bottom) 
(5 duplications) 

(transpose ad lib. to an appropriate pitch range) 

This was proposed for a major festival, but various events made the planned ^L^^scrihe as 
iyossMe. One could imagine Stomp performing on it with panache! Ihave rev»^Zn!naZ> 

programmed" instruments those in which the pitches are arrange d me o c j 
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Moonlight (1964) 

original instrumentation: muted trumpet, Eb alto saxophone, muted trombone, 
accordion, electric guitar, suspended sizzle cymbal 

Moonlight was originally composed for a (somewhat sinister) moonlit scene in a play. An 
independent performance should use appropriate lighting to suggest this atmosphere, and danceor 
mime could be added to reinforce it: slowly changing, serene, exquisite, mysterious, perhapsslightlv 
menacing and unearthly. The overall effect should be that of a dream. 

The accordion and/or electric guitar may be replaced by other chordal instruments. 

This piece is entirely based on a single chord: 

It is of indeterminate length, and is played in a tempo of J = 30-36, with the following restrictions: 

The trumpet plays only three pitches, sounding 

fcpg= |ii with the lowest one the most important. 

The alto saxophone plays only three pitches, sounding 

with the middle one the most important. 0 I and written jfl ? 

P^= pi 
The trombone plays only three pitches: s Is 
The accordion and electric guitar play only four chords: 

% pf tfA: 
The cymbal adds discreet background sounds. 

The duration of the piece is determined solely by requirements, dramatic or otherwise, but should 
normally be between 2' and 5'. The overall dynamic level is pianissimo, with a gentle crescendo to a 
central point and diminuendo back again, provided that a simple arch-shape conforms with the 
context, as well as many very small crescendi or diminuendi on longer sustained notes (as in the 
music example below). The whole piece is to be as static as possible. Its realisation consist of the 
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nlavers freelv selecting from the notes allotted to them, changing only on the slow-moving beats of 
the tempo (a conductor may be required, at least for rehearsals); no note values are to be less than a 
single beat (duration approx. 2 seconds). Notes or chords should generally be held for several beats, 
but the texture must alter freely, kaleidoscopically; avoid any regular rhythm of the notes changing, 
both individually and in the ensemble. Vary the selection of successive notes or chords, and only 
rarelv repeat a note or chord for a second or third time. All the changes, playing a new pitch 
repeating the previous one or taking a rest, must be stealthy and almost impercept.ble (fade in and 
out). Each player should be silent for about one-third of the performance. 

Guitar tremoli (for longer chords) should be kept to a minimum, as no instrument 
,00 prominent in the texture, alternatively fuzz may be used to create a longer susum.„S™^' 
chords should never be spread, to avoid prominence and interruptions to ftesm00^0"0^ 
piece. The F natural of the trumpet and alto saxophone is the most prominent note and thertnort 
poignant one, in the setting, and should occur somewhat more frequently than the' 
itptoa minMimax, however slight, can be heightened by a gradual increase ™nce"j*" 
hum pet's highest note, beginning as the least frequent of all the pitches and endingan equal 
importance to the rest. Further play may be made of the only ad,acent sem.tone, between the lowest 
trumpet/middle saxophone pitch and the highest trombone one. 

A possible opening for the piece indicates some of the points mentioned ab o\ e 



Music for Car-Horns (1967 rev. 1969) 

This work should be performed with at least 15 cars (one performer for each car), preferably in the 
open air, such as in a large car park, a street which has little traffic, or else indoors in a large, spacious 
car showroom (my original inspiration was the Renault showroom in the Champs Elysees inParis.in 
the spring of 1967). 

The car horns/hooters, preferably of the older type operated by squeezing a rubber bulb, must be 
capable of playing a single sustained note, and the total of their pitches should cover a range 
between a minimum of a minor thirteenth and just over (but not exactly) 2 octaves. The interval 
relationships between the different hooters must include the following (a single hooter may, of 
course, appear in two or more of these categories): 

A. 3 hooters of identical pitch (unison; no other unisons are to occur between the remaining hooters) 
OR 
B. 2 pairs of identical pitches, with a dissonant interval between the 2 pairs; e.g. minor or major 
second, seventh or ninth, or a tritone (no other unisons are to occur) 

C. 2 pairs of octaves (one pair may be 2 octaves apart), which are of medium consonance;e.g. minor 
or major third or sixth (no other octaves are to occur) 

D. 3 adjacent semitones, which may include one hooter from category A but none from BorC(others 
may also occur) 

E. 4 adjacent major seconds, which may include the two pitches of categories Bqi of C, and either A 

Or D (for example: B and/or DORA and/or C OR C and/or D). 

F. 3 adjacent quarter-tones, the highest or lowest of which may be a note used in either A qtBqA er 
D or E (no other quarter-tones are to occur). 

G. the remaining pitches, if any, are ad lib., providing that they do not contravene A, B,Cor F.The 
full range of 12 chromatic semitones does not need to be used. 

Sample pitch structure for 15 (17) hooters: 

E 

In °f 3 car ha vin8two or more independently-operated hooters, the extra hooters may be 
mcluded provided that the total number of vehicles needed for the m i n i m u m  of 15 hooters is not 

less than 10, and that the hooters in a single car are not in unison or one octave apart. Each performer 
must know how he/she is related to others by the pitch relationships specified in categories A toG-

In performing the piece, emphasize these pitch relationships 



A compromise version for a conventional concert space may be performed on hooters alone without 
cars; the theatrical aspect should be emphasized, perhaps using a specially-constructed stand for 

each hooter. 

Duration free, approx. 5'-10' 

In imagining the full outdoor or showroom version I deprived myself of the possibility of presenting the w 

when lorijwlly composed it; a concert version would have only required the purchase of a set of car-horn, As 
it was, this work has never been performed, and its score has not seen the light of day until now. More recen y 
at least two composers have taken the trouble to assemble an ensemble of cars (one in three Car-Horn 
Symphonies) while others, such as Cybrgy Ligeti, have followed the simpler concert option. On an even larger 
scale, in the last two decades a number of Harbour Symphonies have been performed. 
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Composition with Cadence (1969, transcribed 19/7) 
(on eight notes), for hand-operated toy musical box 

This transcription may be performed on any keyboard instrument; a toy piano is especially suit­
able, due to the similarity of its sound to that of a musical box. 

J = 150 

A recording of Composition with Cadence is included on the accompanying CD. The simple mechanism 
of this toy musical box no longer functions very well, even after I made a small modification before the 
recording was made. 
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Voice (1969) 

Make a gramophone record in a public "record your own voice" booth, as found in many larger 
railway Marions: this will result in a 45 rPm record lasting about three minutes. The recording is to be 
made vocally, with as much variety as possible (breathing, growling, murmuring, whistling, 
intoning, etc.) but excluding conventional singing. No intelligible words are to be used though some 
passages may sound as if they are in a foreign language. In particular vary the speed of articulation 

and the use of pauses. 

This recording may be played back only in an auxiliary role, as a background in performances of 
compositions with unspecified instrumentation or in improvisations (especially solo). Only in 

particular situations should it be played back complete; normally shorter sections should be selectee 
It may be further varied by the use of alternation between normal and reversed playback. A cheap 
batterv-operated 45 rpm record deck is modified by installing a double pole/double throw switeh, 
wired up so that it reverses the battery terminals (not all models may be suitable); this will enable t 
performer to operate the turntable in the reverse direction. When making the original recording, do 
not worry too much about how it might sound when'played backwards. 

Voice also formed the sound source in my composition Not to he Loaded with Fislt (a found ° 

sideofa railway wagon; this also featured another early simple electrical device of my t < i, 
unit which involved rewiring the terminals inside the •'wind-up" dial from a telephone so that ^sounds 

routed through it could be "chopped"). As we go to press I discover that Steve Beresfor a so ma c i 

recording entitled Voice in such a booth a couple of years later. 
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Wordsounds (1969) 

Any number of people (preferably more than 15), if possible at least some of them non-musicians 
and /or children. They are divided up into three groups of approximately equal size, spatially 
somewhat separated. The score consists of a series of words that are written, one at a time, on a 
blackboard, whiteboard or large sheet of paper by the "conductor", who has no other function in the 
performance (but who is extremely significant in the rehearsals). The words are to be interpreted by 
producing sound vocally or with any object that is to hand. Visual and mimed accompaniments to 
the sounds are permitted, and, if desired, the performers may move around the performance space 
while interpreting some or all of the words in their part of the score. With words which have more 
than one meaning (hum, light, swallow), each individual may interpret them with either meaning 
(but not both). 

The conductor varies the time-interval between writing each successive word, reproducing the score 
as given below, keeping to the three columns and the vertical sequence in which the words follow 
each other (e.g. PURPLE / LANDSCAPES / QUICKLY / WHEN / SIGH / NEVER / SIGN / SING 
/ INVERT ...). Each group starts when the first word is written in its column (the conductor should 
ensure that all the performers can see what has just been written each time), and continues to 
interpret it until a new word appears in its column. To end the performance, once all the words have 
been written, the conductor may previously arrange to give a special hand-signal, or removes the 
written-down score from view, if this is possible with the facilities used, e.g. by turning the 
blackboard around on its easel, sliding a blank whiteboard across the one with the score, or turning 
over a new sheet of paper in a large block. If so desired, the performers may instead continue to 
improvise freely in a similar manner (possibly including words used previously) in an open-ended 
performance. 

It is recommended that a different score should be used for rehearsals (as given below), so that the 
individual performers cannot plan their interpretations for any or all of their words. It is similarly 
preferable that the performers do not bring any special props with them to the concert. 

PURPLE 

WHEN 

INVERT 

HUM 

TRAVEL 

SWALLOW 

INCOHERENT 

SCRATCH 

LANDSCAPES 

(SIGH 
fairly ( <-
fast (SIGN 

(SING 

TOMORROW 

LIGHT 

POMPOUS 

SYNCHRONISE 

O 

QUICKLY 

NEVER 

GUITAR 

CENTRE 

TREMOLO 

SIGNIFICANT 

LIBERATE 
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In order to produce greater spontaneity during the performance, the following alternative version 
should be used for rehearsals, so that the performers do not know exactly what words to expect in 
the performance and will not be able to prepare artificial interpretations in advance. 

QUICKLY 
LANDSCAPES 

GROW 
LIGHT 

LOW 
VIBRATION 

fairly (SING 
fast (SIGN 

(SIGH 

WHISTLE 

INTERACTION 
FLY 

RING 

French and German versions, each with a rehearsal score, are given overleaf. 

An extended performance during a workshop for theatre students ended with one of them lying on tlu flooi 

underneath a mound of all the chairs in the room! 

PURPLE 

ACCENTS 

SWALLOW 

GUITAR 

SYNCHRONISE 

WATER 
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Wordsounds ("Motsons"; version franchise, 1974) 

POURPRE 

QUAND 

RENVERSE(R) 

MURMURE 

VOYAGE 

AVALE 

INCOHERENT 

GRATuiTEMENT 

PAYS AGES 

(SIGNE 
assez ( 
vite (CYGNE 

(CITE 

DEMAIN 

LEGER 

POMPEUX 

SYNCHRONISE(R) 

O 

VITE 

JAMAIS 

GUITARE 

CENTRE 

TREMOLO 

SIGNIFICATIF 

LIBERER 

Version pour des repetitions 

VITE 

POUSSE(R) 

VIBRATIONS 

SIFFLE(R) 

VOL(ER) 

SONNE(R) 

PAYSAGES 

LEGER 

GRAVE 

assez (CITE 
vite (CYGNE 

(SIGNE 

INTERACTION 

POURPRE 

ACCENTS 

AVALE 
GUITARE 

SYNCHRONISE(R) 

EAU 
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Wordsounds ("Wortklange"; deutsche Fassung, 1972) 

PURPURN 
LANDSCHAFTEN 

UMKEHR(EN) 

SUMMEN 

TAUB(E) 

UNVERSTANDLICH 

KrATZEN 

(SEUFZEN 
ziemlich ( <-
schnell (ZE1CHEN 

(S1NGEN 

MORGEN 

LeICHT 

POMP0S 

SYNCHRON1SIEREN 

O 

SCHNELL 

NIEMALS 

GITARRE 

ZENTRUM 

TREMOLO 

BEDEUTSAM 

BEFREIEN 

Probeversion 

SCHNELL 

WACHSEN 

SCHWINGUNG(EN) 

PFEIFE(N) 

FUEGE(N) 

UlITEN 

LANDSCHAFTEN 

LeICHT 

TIEF 

(SINGEN 
ziemlich (ZEICHEN 
schnell (SEUFZEN 

REAKTION 

PURPURN 

AKZENTE 

TAUB(E) 

GITARRE 

SYNCHRONISIEREN 

WASSER 
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Music for Strings (1971) 

MUSIC FOR STRINGS No. 1 

The performers (number ad lib.) enter together carrying solid (wood, fibreglass, etc.) violin/viola, 
cello/double bass cases. They slowly unpack them. Inside each case, instead of the normal 
instrument, is a tightly packed collection of miscellaneous rubbish - such as newspapers, magazines, 
crumpled musical scores, fruit and vegetables (preferably past their best, but not actually rotten), 
empty bottles and tin cans. Each performer leaves the stage, carrying his/her case, when he/she has 
completely emptied it. 

MUSIC FOR STRINGS No. 2 

During the first half of a concert, string instruments (violins, violas, cellos, double basses) are piled 
up in a reasonably ordered fashion in a large heap outside the hall; this could be indoors or -
preferably - outdoors, in a place where they can be best observed from a distance, such as in the 
middle of an outdoor grass area near or around which the audience can walk during the interval. No 
performers are required, and none of the people responsible should be available to "explain the 
meaning of this event. The instruments must be removed during the second half of the concert. 

MUSIC FOR STRINGS No. 3 (based on an idea by Graham Hearn) 

for 10 violins, 6 violas, 4 cellos, 2 double basses 
1 swimming pool (full of water) 

The instruments are carefully placed on the water, on their backs, so that they float, and are arranged 
in the traditional formation of two football teams at the start of a match, with the violins as the 
forwards, the violas as the halves, the cellos as the backs and the double basses as the goalkeepers. 

he fingerboards should point to the rear of each "player". The swimming pool should be large 
enough for the initial layout of the two teams of instruments to be clear to the spectators, with 
su icient space between adjacent rows and particularly between the two teams. Naturally only 
c heap or irreparably damaged instruments should be used, but none of them should be in so bad a 
condition that it will sink. Leave on display for as long as appropriate. 

t;1!hm.at;r ™ (S"8lested by Graham Hearn), for a windy day: place a lightweight rubberball 

alone the end* f ?h ^ performance/match is over when one team scores a goal (anywhere 
along the ends of the pool). No human intervention is to take place. 

memberl'at'theDi7r!/» duri"% a lwrK <•"<>«."TO given by Gentle Fire (of which I was" 
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Four Relationships of Poetry and Music (1974) 

.(performance project for a poet and a musician. 

Thepoet reads specially selected or created poems, with microphone amplification, and the 
musician creates the specified musical relationships, playing, for example, specially constructed 
amplified instruments and/or (especially in "Transformation") using simple live electronic sound 
modification equipment: 

Accompaniment - in the traditional sense 

Transformation - the poet's voice is gradually transformed into "electronic" sound 

Dialogue - the musical instrument is played as if it were a second human voice 

Substitution - repeated key words in a specially-constructed poem are gradually replaced by 
the musician playing "equivalent" sounds, until the whole poem is performed in 
"translation" on the musical instrument. 

Although I have occasionally performed with sound poets, especially in the mid-1970s in an improvisation trio 
Mdbrieflj/asaduowith Liiy Greenham, I never found the right occasion to propose working on this project. 
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Interlude (1974) 

for 3-6 performers with musical boxes 

Each performer has two small musical boxes (music boxes) or separate musical box mechanisms 
("musical movements"), ideally two musical boxes or one musical box and one musical movement. 
In this score the term "unit" means both a musical box and a musical movement. The units (totalling 
between 6 and 12, depending on the number of performers) must each feature a different melody 
(preferably with a mixture of classical and popular tunes), and whenever possible thev should be in 
a variety of keys and /or microtonally out of tune in relation to the majority. Some of the mechanisms 
of the units must be modified so that the original melodies are wholly or partly unrecognisable, 
either by inversion, distorted transposition or by partial "erasure". 

The mechanisms can be modified in several ways, not all of which are feasible on certain models. 
Most of them can be carried out with very basic tools, such as a screwdriver and a small pair of 
pointed-nose pliers. The simplest modification consists of removing either the comb that is plucked 
by the pinned cylinder, or the cylinder itself, and replacing it in reverse - so that high and low pitches 
are inverted around the central pitch. Other possibilities include slightly displacing the comb so that 
the cylinder's pins pluck comb teeth that are adjacent to those that were intended by the 
manufacturer (distorted transposition, except when the teeth are tuned in a fully chromatic scale-
which certainly never occurs on cheaper models), and breaking or cutting off some of the cylinder 
pins and/or the comb teeth (partial erasure); in the latter it should be noted that for some melodies 
several pairs of adjacent teeth are in unison, so that repeated pitches sound cleanly. 

The music is an instantaneous collage that uses brief fragments of the music played on the units. 
Each performer selects two of the available units that are in the closest key relationship (ideally 
consecutive keys in the cycle of fifths), but preferably not in the same key. The performers should 
normally alternate between their two units, usually playing one, two or sometimes (the maximum 
of) three notes/chords on each unit (and, occasionally, up to five notes/chords on both units)before 
proceeding to the next entry. Similarly the entries should be varied, between playing either of the 
units (A or B), both units consecutively (AB or BA, sometimes ABA or BAB) and occasionally both 
simultaneously (A+B), separating them by a mixture of long/medium/short/no pauses. Each 
performer should find the most effective method of fixing and operating the two units in order to be 
able to play both of them simultaneously, one with each hand. This is straightforward with the hand-
wound musical movements, but with the musical boxes it will normally be necessary to leave the lid 
open and release and depress with one finger the pin that is normally operated by opening or closing 
the lid (in some models it is also possible to place a finger in the path of the spinning fan-vanes);even 
so, it will not always be possible to keep to one's intention to allow a unit to sound a specific number 
of notes/chords. 

Before a performance all the wind-up musical boxes must be fully wound and all units set at 
different distances from the beginning of their individual melodies; none of them should start with 
either of the first two notes/chords or the final one. A performance consists of the musicians creating 
a variety of textures, ranging from isolated pitches with pauses of different lengths, via single 
hocketed melodic lines, to denser polyphonic structures and chords (players may, if they wish, 
prepare cues for coordinating chords). Do not cover up any accidentally humorous passages that 
may occur. J 

The performance should be kept fairly short (normally between 5' and 8'), as is the n a t u r e  of an 
interlude, and ends when all the wind-up boxes have run down without rewinding; if there are any 
hand-wound movements, the players of these should individually stop playing them before that 
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time,and not later than when it becomes obvious that any wind-up musical box is slowing down. If 
there are only hand-wound musical movements, then a collective decision should be made in advance 
concerning the approximate total duration and the particular musical movement that will end the 
piece,and each plaver can then make an independent decision about the approximate time to stop 
playing each individual musical movement. 

In most performance spaces the units (especially the separate mechanisms) will need to be amplified; 
this should preferably be done acoustically, ideally by screwing or bolting them to small empty solid 
wooden boxes, or else by placing them on hollow, resonant containers (even on a grand piano!); if this 
is insufficient it should be assisted by means of air or contact microphones (one per player). 

Modified musical box mechanisms mere probably first used by Joe /ones in constructions such as his Flux Music 

Boi(1965). 

Armdmg of Interlude is included on the accompanying CD; the melodies on the units mere: Mendelssohn's 
Ming March (inverted). Always (transposed), Beethoven's Fiir Elise (transposed), Twinkle Twinkle Little 
Star (partially erased, with four comb-teeth removed), Theme from Love Story, Gieenshivcs. C ost mi tn^ 
meant that every extraneous sound is audible, whether from the musical boxes or from the domestic 

surroundings. 



Dance 
shimmering — 

sfiiverinj 

Slithering 

Slipping 

Sliding 

sklitttrina 

Sft>p 

score for solo dancer and for musician 

all transitions afcrupt; ke^ fe fa pardons of fa horixonU falS 

Hugh Dwtlv 
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Printmusic (1987? rev. 2002) 

Create sounds and pieces for a dot-matrix printer by typing a "verbal" score onto the computer and 
printing it out. Experiment with several possible variations, such as: style from rhythmic or 
syncopated to very free; words (intelligible or gibberish) with different numbers of characters 
and/or punctuation symbols; groups of identical or mixed symbols, especially hyphens and 
underlinings (with no characters above them); separated by spaces of different lengths (on average 
longer than the words and groups); page margins from very narrow to very large; the use of repeated 
print features (effective only on some earlier models) such as double strike, bold and underlining; 
printout lengths from one or several A4 sheets to an accordion-style block of continuous computer 
paper. 

The following example was produced with an Apple II computer and Epson LX-80 printer. The first 
of the two illustrated printouts is the score that 1 typed into the computer. The printer was then set to 
print out double-strike and double size, which meant that the original arrangement of material 
within the individual lines was broken up in a way that I could not easily predict (without making 
precise calculations of every character and space). In printing double-strike, ceertain symbols are 
only printed on one of the runs of the printer-head, hyphens only on the first and equals signs only 
onthesecond, for example, so that successive runs of some of the lines will not be identical. The 
movement of the printer-head is in alternate directions, so that for odd-numbered lines it mov es 
from left to right and for even-numbered lines from right to left; where I have created a similar 
pattern on successive lines, for alternate ones this will be retrograded. This regular flow of printing 
lines of standard length (quite a soothing sound, like the machine breathing) is occasionally 
extended (with underlining a complex overlapping sequence takes place) or truncated (with a 
substantial space at either end of a line). 

Seoenl uvrks for computer-controlled ensembles of dot-matrix and other printers have been composed in 
Tecenl years, but the ancestor of all such pieces is Rolf Liebermann's Symphonie 'Les echanges' (7964)for 
^remotely-controlled office machines. 

A recording of the above version of Printmusic is included on the accompanying CD; the second of the two 
tnl file printouts is, of course, the precisely-notated score for it. 

HUGH DAVIES 
for"Awl«C11 C«w-Jter «lth Epson LX-80 dot mstrlx prlntsr 

' '8rt tmm .dvbv.d _ hi,.r/// // dfxrt i>atbn /// 

X X XX 

"... abob# 

r?/?/???///////???// ?/ //' ' 7 "" //? 7 7 

«•«**•***** ££ ££ 
«/!!/«/!«//«://»«///«///«///== ££ ££ 
££ ££ " g M *» t» t* »* " 

/»-../? !-•-.!«-.!* -*"• • IM/' "" 

xxxXXXXxxx xxxXXXXXxxx . ^XXXXXXxx 
YYYYxsvoZzZxxxXXdtf JI w.».*»-*. • 
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PEIHIMUSXC 
HUGH DAVIES 

for APPlo II oomputor with Epson LX 
—SO dot—matrix printer 
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The Musical Potential of Found Objects in New Instruments Invented by Young People (1994) 

In the second half of the 20th century an increasing proportion of all kinds of music has involved instruments that did 

not exist at its beginning. This has gone hand in hand with the growth of improvisation, so that the repertoire problem 

of what music to play on them is greatly reduced. People who are musically neither trained nor self-taught are thus 

enabled to participate practically to a greater extent than before, which is especially beneficial for children. It is no 

longer necessary to be able to play a traditional instrument or to read staff notation in order to perform in a collective 

composition. More satisfaction still can be gained when each person has invented and built their own instrument, often 

using found and scrap objects to make sounds that do not directly relate to those of any conventional instrument 

Over the years, from my occasional workshops and other musical contacts with children and students, I have 
come to believe that every person has their ideal musical instrument. Some people discover what it is earlier 
or later in their lives, but many never do, especially in Western countries. As a result, such people often claim 
that they are completely unmusical. 

I am sure that this is rarely, if ever, the case. It may generally be true within the framework of Western music, 
both classical and popular, given the very small proportion of the total range of musical instruments currently 
played across the whole planet that are employed in it - and thus are generally accepted in our culture as being 
the only valid ones. But, like its instruments. Western music covers only a small area of the total possibilities, 
and the participation of amateurs in it has been greatly reduced by the saturation of its dissemination in our 
technological age. 

The choice, conscious or subconscious, of one's own musical instrument is a very personal one. It is often 
obscured for children by the limited range of instruments that can be bought fairly cheaply or borrowed at any 
particular time from their school or local education centre. In my own case, I have played keyboards and 
clarinet and sung for many years, and still enjoy doing so at home - and more rarely in public (including 
broadcasts and CD recordings in all three roles) in a small number of contemporary ensemble compositions 
where an intimate understanding of the composer's intentions is more important than professional virtuosity. 
But I am much happier when I am playing my own music or improvising on some of the wide range of amplified 
instruments that I have designed and constructed since I was in my mid-twenties in 1967, on which I have 
given over 160 solo concerts and lecture-recitals. 

These instruments of mine, made as they are from unconventional materials and found objects, and rarely 
tuned to any precise scale, even a microtonal one, express most clearly my personal sound world and its linl 
with that of taped electronic music. Instead of precise pitches and intervals (although these are still possible 
there are richer, more complex sounds and noises, built-in reverberation, modulation and spatial distributio 
effects, sliding tones and glissandi; all of these are completely natural to my instruments - which is not the ca 
with conventional instruments (as with woodwind multiphonics, for example). 

Unless it is specifically requested, in my work with young people I rarely demonstrate my own amplified 
instruments or talk about the work of other musicians who are using 'low-level' electrical technology. I also 
discourage them from trying to build such instruments unless it is likely that they will be able to play them 
either at home or at school; when using contact or other special microphones with a hi-fi system, a portabk 
mixer or other form of preamplification - such as direct monitoring through some models of tape recorder 

is usually necessary. Moreover, there is already enough to do in a workshop in a limited time period without 
having to include an introduction to soldering techniques. 

Over the period of nearly 30 years that I have been professionally active. I have worked with young people at 
unpre ictable inter vals averaging about one week per year; and in several types of workshop, largely 
dependent on how ong I will be able to work with a particular group and what tools and facilities are 
available. Although I would be happy to do this rather more often, my other creative, research and teaching 
commitments would prevent me from doing so on any regular basis. I also enjoy the contrast in approaches 
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necessary for working with different age groups (from about six to twenty years old) and different 

backgrounds - not only with or without musical or (in the case of students) other artistic experience, but I 
have also occasionally had the opportunity to work with children with disabilities. Most of this work has taken 

place in Britain, but one major project was commissioned for the ISCM World Music Days in Bonn in 1977, 
and I have given demonstrations in Canada. France, Germany. Holland, Austria, Switzerland and Sweden. I give 

five different basic types of workshop: 

• brief demonstration with audience participation of my own amplified instruments (up to I hour) 

• demonstration with audience participation of simple acoustic instruments and noise-makers 

(up to 2 hours) 

• short workshop in making simple instruments from bamboo (xylophones, panpipes, etc.), ending 

with a collective performance (at least half a day) 

• longer workshop (sometimes warming up with a bamboo instrument workshop) in inventing new 

instruments from available or found materials, ending with a collective performance (at least 2 
days) 

• mixed-element workshop including some or all of the four shorter ones already listed, leading to 

the creation and presentation of a larger collective composition by the whole group either for live 
performance or on tape, with ad lib. additional short collective compositions/ improvisations by 

small groups of children who play conventional instruments (at least 3 days) 

Where the time available is too short, the children are under eight years old or there are no tools, I can only 
demonstrate and let them try out a selection of cheap toy instruments and noise-makers, either wooden or 
Plastic, together with simple bamboo ones that I have made for demonstration purposes during bamboo 
instrument workshops, and found objects, especially ones from nature. Some of the latter, like the pear and 

leaf mouth clarinets' of Eastern Europe, last only as long as they are fresh. 

Thefound objects include hazelnut shells from which squirrels, dormice or woodmice have removed one end 
t0 get at the nut inside, or have had a small hole bored in them by an insect (the same also happens wit 

acorns); when blown across they produce simple whistles and breathy wind sounds, and conducting an 
ensemble of children playing these I have evoked all kinds of wind sounds up to a storm (first tried out as part 

3 class project on weather). More recently a friend who grew up in France told me how as a c i e an i 
r|ends rubbed apricot stones against stone doorsteps to make whistles; I have tried various met o s o 

musing files, including making two holes, either of which can be used for blowing and the ot er or 

controlling pitch by varying its aperture with a finger. Rhythmic clicks result from running a thumb nailI slowly 
0v*r the scales of a larch-cone held flat in one's hand. Simple squeakers are provided by ru ing ce*" 1 

3n vegetables, such as some varieties of apples, and reed pipes from several wild plants as we as 
«sWelsh onion (which, like the smaller spring onion, also produces a rather low squeak when rub 
between dry fingers). 

/erX simple instruments can be made almost instantly by slightly adapting found objects. Drm^"8 

scissors to make simple reed pipes (with different results obtained from those made o 

adiT °fplastic)- Walloons cut in half, with a small tube mouthpiece, can also be p aye as win h 

d^n tea variety of other methods that musicians have devised, such as stro ing a 
^tenedfingers). An effective bird call can be produced by twisting a large steel screw m a slightly larger 

PleceofWood. Small rattles and other percussion can be made from various materials. 

J*j*nboo workshops I always recommend to the organisers a supplier which specialises in import* 

***» products (normally from China); I try to obtain approx. 2 metre lengths of canes that are 



centimetres in diameter. For a workshop of one day or less I estimate one metre length per child, which will 
be sufficient for instruments such as a five-note xylophone or panpipes. I only show three or four types of 
instrument in such workshops, so that the children can work in small groups on each type, helping each other 
where necessary. Apart from the xylophone and panpipes, the main instrument which can be made in a short 
time is a whirled bird "warbler", in which a guiro can also be incorporated. Two sticks are made for each 

xylophone and a scraper for each guiro. 

The workshop begins with a brief introduction and demonstration of the instruments that are "on offer", 
after which the children try them out and decide which one they would like to make - although it is important 
to make certain that all those who choose panpipes can actually produce a sound on them! Instruments to be 
avoided wherever possible, because the child can do very little of the work unaided, are recorders and 
transverse flutes. Once everyone knows which instrument they are going to build, they are divided into 
appropriate groups and given the necessary tools and bamboo. Nobody is permitted to start their instrument 
until sufficient bamboo has been cut up for everyone's instrument. 

In cutting up the bamboo a further reason for the choice of instruments becomes apparent. A bamboo cane is 
divided by internal membranes into a series of short hollow tubes. It can be cut to produce three types of 
tube: open at both ends, open at one end, and closed at both ends. Panpipes, with one end open, can be cut 
more or less to the right lengths for a scale by cutting on the same side of the knot (the external manifestation 
of the membrane) all the way along a single cane - although they can be better matched in diameter (for ease 
of subsequent binding) by choosing similar sections from different canes. The bird warblers consist of a tube 
that is closed at both ends, with a line of holes drilled along its length or expanded with a craft knife and filed 
into a slot. Thus cutting up several canes for panpipes and warblers leaves intermediate tubes that are open at 
both ends: each of these, split in half lengthwise, will become two xylophone keys (which are threaded on a 
long loop of string through two holes drilled at each end). Thus nothing is wasted; a rattle can even be 
assembled from the rings of bamboo cut off to create the different lengths for a tuned scale on panpipes or 
xylophone. 

For instrument-building a school carpentry workshop with benches and vices is recommended, although in 
vacation courses one sometimes has to ask parents to lend a few basic tools and, where possible, collapsible 
Dl Y mini-workbenches (such as Black & Decker Workmates). In addition, especially when there are no 
proper benches, I take a home-made "bench-hook" (which enables one to hold steady the object one is 
sawing through by pushing it firmly against a support), and can make a couple more from scrap wood in five 
minutes. On principle I do not lend my own tools, since they are mostly in better condition and more 
expensive than those found in a school or at home! 

Right from the start of a workshop I make no distinction between children who have some musical experience 
and those who have none; indeed the musical ones are often at a disadvantage because they think they know 
what music and musical instruments should be like. I try to emphasize the collaborative aspects of all the 
elements that contribute to the final musical performance, as opposed to the competitiveness normally 
encouraged in the classroom or in sports. 

Most interesting for me, and much more stimulating for the children, is a workshop in which there is enough 
time for them to invent their own instruments. Here a well-equipped carpentry workshop is even more 
important, as unforeseen requirements are likely to arise. I always bring a selection of specialist basic items 
such as music wire and thin brass sheets for making free reeds, as well as a few special tools that I myself use 
to help the children at certain stages, including an electric "wood-engraver" (resembling a soldering iron) for 
decorating wooden surfaces, which can for example also be used to burn holes through the wall of a length of 

bamboo more quickly than using a hand-drill (to break the thinner membrane that internally seals off a 
bamboo cane at each knot I gently hammer a thick pointed wooden rod through it). Since all types of bamboo 
instruments have existed since prehistoric times, in a bamboo workshop I make a point of mentioning that a 

the tools we use - small saws, hand-drills, craft knives, files and sandpaper - are basically little different from 
early primitive tools, and even my wood-engraver is only a modern version of a pointed stick of hard wood 
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heated up in a fire. 

Access to sources of scrap is essential. A visit to a nearby scrapyard can provide excellent materials, but 
children will often bring potential objects from their own homes. Broken bicycles and prams (especially the 
wheels and other moving parts), collapsible hinged wooden chairs and other furniture have proved to be 

fruitful. In inventing the basis for a new instrument, children with musical experience are often less 
imaginative. A child who plays a brass instrument will tend to insert the mouthpiece into a length of tubing, at 

the other end of which is a funnel fitted into a shoe-box. whereas a child who comes to the workshop 

unprejudiced will come up with an instrument such as one that combines both string and wind, or, an example 
that always comes to mind (the most original of the instruments invented during my 1977 ISCM project in 

Bonn), a plucked monochord with variable tuning effected by a lever. 

The materials that will be needed are objects for each of the three basic elements that make up a musical 
instrument a vibrating sound source, a framework in which it is mounted (which may incorporate a resonator 
and/or a solid block of wood or metal which functions like the amplifier in a hi-fi system), and a diffuser or 
radiator (like a loudspeaker); in some instruments, especially wind and percussion, one or more of these are 
optional or eliminated: in addition a mechanism may be added to assist the player, like the action of the piano 

or the pipe organ. Although the sound source might seem at first consideration to be much the most 

important element, just as with the sound material of a composition this is not usually the case. Take for 

example the case of a modern instrument builder who specialises in recreating old harpsichords. In order to 
makean instrument that appears as authentic as possible, for lack of available commercial supplies the ui er 
ray even find it necessary to construct the keys and the lid's brass hinges - yet buys in the strings. This shows 

very dearly that what the builder actually does is to present the sound sources in such a way that they wi 
sound at their best (like the exposition of the sound material in a composition), and that the notes produce 
are as much as possible comparable in timbre, clarity and volume over the instrument's whole range; whatever 

die sound sources are in actuality (created by musical instrument suppliers or found 01 sciap o jects). 
Provided that they have a good basic timbre and clear potential for such improvements, there is a strong 

likelihood that an interesting instrument will result. 

Whenever time permits I end by organising some form of collective performance. I feel that this is 
important when the children have built their own instruments, whether freshly invented (even though one 

see relationships with instruments from some part of the world that are unknown to them) or ase 
*** I have brought with me. The ideas for the performance are preferably contributed by the 

Participants, but when time is short or with younger children I need to provide at east a asic elements 
a scenario. Usually this is the journey of an old fashioned steam train, since it provi es su i jb 

'or everyone to participate, and enables those children who do not play a traditional .nstrument;» ~ntnbu« 
0n an equal basis. The elements of the train .ourney include: a quiet background in the coun rys 
Slng<ng. the engine hoots, doors are slammed, the engine hoots again and starts very s|ow . 
getting between wind and percussion), gradually gets up speed, regular "tricketty-trock rhythms, slowing 

own, stopping and a final hoot. 

When there is more time I solicit ideas from the group I am working with and then shapei them ***table 

structure. This will include a tutti free-for-all (illustrating an agreed common experience d 

^ound or a zoo), subdivisions into different families (such as Wood and Metal or tnngs Wind and 

®rcussi°n. themselves partially subdivided into Plucked. Struck, Xylophones, etc.), so . responding 
6X1 einstruments) and smaller prepared groupings, 'conversations (resulting torn e more as a 

traffCa"y t° each other) and so on. My own role in the performance is less as a con " designate 
^Policeman; by using my hands and fingers to indicate the overall and changing Jo ^ness and to^ 

hold Sr°ups 0r single Performers are to p'ay or st°p Playin8- or who IS to sta^. sections and of types of 
inS UP cards (including the names of instrumental family divisions, o m u nerformers Except 

articulation)., fee, that I am only temporarily able to interrupt ^^^^^^aratively 
P ayers imitate each other in rhythm or melodic outline, in such an e 
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little what notes any individual chooses to play at any moment - the content as opposed to the nature of the 
musical gestures; those who want to play melodically and tonally are counterbalanced by those who play 
randomly, and even by others playing in different keys. Indeed I do not set up any tonal relationships between 
the different instruments, and indeed where fixed pitches are essential - on wind, multiple string or keyed 
percussion instruments - due to lack of time I only tune them accurately rather than approximately when I am 
specifically asked to do so. 

The elements described in the previous paragraph all came together in a very satisfactory way in a specially 
devised project for the ISCM World Music Days in Bonn in 1977. Twenty-eight children aged between eight 
and thirteen, divided into two groups, spent up to ten hours each in a workshop building instruments. First of 
all they each made a bamboo instrument based on models I took with me: xylophones, panpipes, bird 
'warblers' combined with guiros and (a case of special pleading) a transverse flute. Once these were finished 
the children went on to invent their own instruments; naturally in the time available the result were very 
varied, ranging from basic percussion such as rattles and a set of differently sized tin cans, to simple zithers and 
harps and the lever-controlled plucked monochord mentioned above; a couple of them preferred to copy 
another of my models, a simple toy instrument of my own (a high-pitched "lion's roar" made from an empty 
coffee tin, which is played by rubbing with wettened fingers a taut string of nylon fishing line fastened at a small 
hole in the base of the tin). This was followed by nearly five hours preparing and rehearsing a collective 
composition with around twenty of the children, for which, failing to find a satisfactory title of our own, we 
adopted the organisers' Stuck fur selbstzubauenden Instrumenten ("Piece for Self-to-be-built 
Instruments ); only later did I come across the obscure word Jigamaree, which in both sound and meaning 
(like thingumajig , designating "the name of something temporarily forgotten") seemed appropriate for the 
piece. The reviews of the performance were very favourable, describing it as "easily the most successful of the 
ISCM festival projects for children' (Musical America), while others reported on the atmosphere: "Davies 
drew strongly on the imagination of his group of children ... and produced a sound-work that sounded really 
joyful (Musikhandel, Germany) and "the children enthusiastically enjoyed producing sounds on the musical 
instruments they had built... as sources of sound they were all enjoyable and full of variety" (Ongaku-
geijutsu, Japan). This resulted from my chosen role as a motivator and coordinator, enabling the children to 
function fairly freely within a loose framework, rather than as a composer who imposed his preconceived 
ideas on the children. 

The most substantial source of scrap materials for any of my workshops was made available to me in 1991. 
This was a wide selection of scrap aluminium, supplied by British Alcan, who also sponsored the two-week 
summer vacation project in Liverpool during which I held a two-day workshop. The original plan was to make 
aluminium sound sculptures, but the scrap available lent itself more to instruments. My follow-up proposal 
was accepted, and I spent a day visiting three British Alcan sites, selecting a much wider range of aluminium 
scrap and slightly misformed castings, from thin sheets to heavy blocks and columns (we did not get 
everything I had asked for - it turned out that some items were manufactured for defence projects or the 
nuclear industry.). Already in Liverpool the sound possibilities from aluminium proved to be considerably 
greater than I had expected, having previously only been able to use thin sheets, plates and tubes of it. The 
sound sculpture project, which took place over two days with 16-18 year olds at a school in nearby 
Warrington, produced a substantial collaborative effort which was subsequently installed near the entrance to 
British Alcan s main recycling centre in the region. In both workshops the full-time presence of a specialist 
welder was invaluable; he also advised us as to whether the separate pieces of aluminium would have sufficient 
strength and rigidity, wh.ch was particularly important for the sculpture, because of its large size. The 
elements of the sculpture were produced by individuals and groups of up to four people; halfway through we 
took stock of what was being constructed and drew up a tree-like design that would incorporate all of them 
and have an overall visual coherence. 
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The Aims of My Musical Projects for Children (1977/1993) 

Right from the beginning my courses for children have been given in the role of an instrument maker rather 
than as a composer. Up to now it was only in my very first course (1969) and now in Bonn (1977) that I hav 
been able to work for so long a period of time with the same group of children, so that it was at all possible 
think about the musical potentials of the instruments they have built. I have subsequently made a point of 
ending with a simple collective performance whenever possible. 

In devising such a musical performance I do not try to present myself in the normal way as a composer who 
determines everything for his "servants", but much more as an assistant to the children; in an ideal situation 
with sufficient time, I would let them make all the compositional decisions. In many areas of the contempor 
arts the artist actually only provides the initial stimulus: "this and that are possible". Then it is open to anyo: 
whose eyes and ears are somewhat open for this, to take over these ideas and develop them further in 
his/her own way. This is how I regard myself. 

With such a project my aims are: 

- for musically trained children to experience musical possibilities beyond practising and playing 
traditional Western music on traditional instruments 

- for children who are not musically trained nonetheless to find a way into music, if they wish, 
whether with traditional instruments or in another way: and to encourage their fantasies, 
unfettered as they are by "knowing how music should be" 

for all the children, whether musical or not, to have the opportunity to collaborate in playing music 
together, with the particular pride that comes from each of them performing on a self-invented or 
self-built instrument 

- for all children, especially in countries where the standard of living is fairly high, to realise that the 
i iches of our planet do not need to be consumed and thrown away so quickly 

- finally for the children to learn to work with each other peacefully and willingly, and to 
understand that the normal competitiveness, so much preferred in our lives today, is not essential; 
and for them to enjoy themselves. 

Compiled in 1993 from several short texts written in 1977 in connection with my children's piece jigamaree 
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Jigamaree (1977) 

jamaree is a collective composition by the composer and a group of about fifteen children aged between 
eight and thirteen, and played by them on instruments they had built during a week of workshops. This was 
che result of a project specially devised for the ISCM World Music Days in Bonn, and premiered at the Bonn 
Center on May 15th 1977 under Hugh Davies' direction as part of a concert of music for children. 

The approximately twenty children who participated in the rehearsals for Jigamaree had an average of two 
instruments each: 

•8bamboo bird warblers/guiros 
•6 bamboo xylophones 
•4 bamboo panpipes 
•2 bamboo trumpets 
• I bamboo recorder 

• I bamboo slide whistle 
•8 plucked string instruments 
•4bowed/rubbed string instruments 
•2 bells 

- 4 tin-can drums 

•3 bamboo rattles 

At the last minute I was too busy sorting out the reallocation of the missing players roles to note down which 
- the children and their instruments were absent. 

^ elements of the form plan of Jigamaree and timings for a 10 minute performance (slightly reduced in 
®owi) were: 

N warblers 

instrumental families 
group B 

Khool playground" 
roup A 

instrumental families 
o'scussion" 

END 

' ^ole as the performance director - like a traffic policeman - I used not only arm and finger gestures bu 
®ldUP'ar?eprepared cards on which I had written the above names (in the two mix sectio 
lned different instrumental families, each with its own card). 

(lJ!°fuscanie up with a suitable title for this piece: later on I found the obscure word jigamaree 
1 'ngumajig ) appropriately means the name of something temporarily forgotten. 

0 00" 
0'30" 
2' 15" 

3'30" 
4' 15" 
6'15" 

800" 

I0W 

'subsequent occasions I have further developed the ideas of Jigamaree in ensemble ^S^ed\een 

1,50o piece for the London Improvisers Orchestra, for a concert in 2001). The prepare 

'I an(^ Sutures, a "claw-shape" denoting a group of players with a single type ofmstrum 

• is included on the accompanying CD. 
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Bamboo Musical Instrument Workshops 

This project was originally designed for holiday, half-term or weekend groups of children; it needs a minimum 
of one whole day. For an equivalent project in a primary school, with a maximum half-day working time of 212 
hours, building the instruments requires three half days. This involves all the tools and facilities listed belowas 
well as an appropriate number of extra adult helpers (parents, etc.). The fourth (possibly also a fifth) half day 
will concentrate on playing the instruments and making music together; no extra helpers or facilities needed 

I wish to acknowledge here that my first bamboo instrument workshops were given in the mid-1970s jointly 
with the instrument-inventor Max Eastley, a close colleague for many years; neither knows which of us 
originated the various elements that form the basis of the bamboo workshops that I have subsequently given 
on my own. 

The bamboo normally comes from China; in Britain I can recommend to the organisers a special importer 
which specialises in bamboo and bamboo products. I try to obtain approx. 2 metre lengths of at least 2 
centimetres diameter. I estimate one metre length per child, which will be sufficient for simple versions of the 
more elaborate instruments, such as five-note xylophones and panpipes. In such workshops I only 
demonstrate three or four types of instrument, so that small groups of children can work together on each 
type, helping each other. Apart from xylophone and panpipes, the main instrument which can be made in a 
short time is a whirled bird "warbler", to which a scraper (guiro) is also added. 

At the beginning of the workshop, after a brief spoken introduction and demonstration of the instruments 
that are on offerthe children try them out and decide which one they would like to make - although it is 
important to make certain that all those who choose panpipes can actually make a sound on them! 
Instruments to be avoided wherever possible, because the child can do very little of the work unaided, are 
bamboo recorders and transverse flutes. Once everyone knows which instrument they will build, they are 
divided into appropriate groups and given the necessary tools and sufficient bamboo. Nobody is permitted to 
stai t their instrument until sufficient bamboo has been cut up for everyone. 

In cutting up the bamboo a further reason for the choice of different instruments becomes apparent Bambc 
consists of a series of short hollow tubes that are separated by internal membranes. These can be cut to 
produce three types of tube: closed at both ends, open at one end, and open at both ends. Panpipes, with 01 
end open, can be cut more or less to the right lengths for a scale by cutting on the same side of each knot (d 
outside manifestation of the internal membrane) all the way along a single length - although they can often tx 
better patched in diameter (for ease of subsequent binding) by choosing similar sections from different tube 
The bird warblers consist of a tube that is closed at both ends, with a line of holes drilled along its length anc 
expanded into a slot with a craft knife and files. Thus a series of such instruments cut from a length of bambc 
will leave intermediate tubes that are open at both ends, which, split in half lengthwise, become xylophone 
keys (threaded on a length of string through two holes drilled at each end); two people share each split 
xy ophone tube. Thus nothing is wasted; a rattle can even be assembled on a string from the cut-off rings of 
bamboo (e.g. for tuning purposes). 

on on:de The" p°Kntici °,Fou"d 

All three types of bamboo instrument are included in the recording ofligamaree on the accompanying CD. 
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BAMBOO MUSICAL INSTRUMENTS FOR CHILDREN 

Tnnk and materials required for a workshop 

AMmum duration: 6 hours 

for children aged between 8 and 14; adult helpers will be needed for groups larger than 10. approx. I adult for 

1 extra children; no experience in carpentry or music is necessary for adults or children 

TOOLS (minimum quantities for 20 participants) 

2 craft knives (Stanley, etc.); with spare blades; 

/ *= 

round half-round rectangular 
( 1  x )  ( 2  x )  ( 1 x >  

^ medium-sized screwdrivers (flat-bladed ["slot"] oes Philips): H - * 

| hand-drills (each with 2 bits ca. 3-4mm and I bit ca. 6-8mm) 

"eel or wooden rulers (30cm). with pencils 
pairs of classroom scissors 

•-a"y a school carpentry workshop with benches and vices, otherwise: 

^ work tables ("trestle" or similar) and at least 2 Workmates (portable work benches) 

?^!E!ALS 

^tr« thicker bamboo, minimum external diameter 2cm; preferably in 2 metre leng 

ID amk°°canes. ca. I SO x 1.5 cm; from a gardening shop 

2D Srna" ^rden ^cks, ca. 50 x 0.5 cm; preferably not bamboo 
! W00d*n balls (ca. 1.2 - 2.0 cm diameter), preferably of different sizes 

2 ^ et °'sandpaper (fine and medium), or 5 different sheets 
Se balls of strong, smooth parcel string, ca. 1.5 mm 

3 Junior hacksaws; 

- tenon saws (or other small saws with fine teeth); 

f medium-sized files: 
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Multiple Reflections on Echoes (1977) 

Mountain Echoes. High-pitched sounds are chosen for clarity in conveying information; one gets enough echoes to 
verify the transmission of one's voice (and to give one a feeling of power), but not too many to confuse the result: as 
in whistle languages (which have been proved capable of conveying information precisely over distances that 
shouting would not achieve) and yodelling (presumably most effective when only some of the notes are in a higher 
register). I do not know if the eastern Mongolians (whose xo-mi high overtone singing resembles these in pitch range, 
fairly rapid speed and use of larger pitch intervals) also have such appropriately-spaced mountains around them; from 
what I can gather from record sleeve notes, such singing is often done while riding on horseback, so that their high 
vocal register may have been caused by the desire to hear themselves clearly and thus in a pitch-range that is distinct 
from the sounds of galloping hooves. For simpler signalling over even longer distances much lower sounds seem 
preferable, as produced by the Swiss alphorn and the Tibetan dung-chen (long trumpet). 

Have the increasing loudness and numbers of ships' engines at sea forced whales to refine and adapt their songs, 
since the long-distance echoes of their singing are no longer as clear as they must have been even thirty years ago? 
[Did the invention of door-catches increase the intelligence and vocal abilities of cats and dogs, in forcing them to find 
ways to persuade humans to stop what they are doing in order to open doors for their pets? It is noticeable that 
human and presumably animal babies rapidly learn to cry in a way that uses the prevailing room acoustics to their 
most devastating effect, so that their mothers cannot ignore this for very long.) 

In Western composed music, echoes have been imitated in various ways. Two well-known examples from the past 
are the duet "Audi Coelum" in Monteverdi's Vespers of 1610, and the echo chorus "In Our Deep Vaulted Cell" in 
Purcell s opera Dido and Aeneas from c. 1689. It is only during the last ten years that musicians have started to make 
creative use of actual echoes. Alvin Lucier has done the most work in this area, principally in Vespers (room echoes 
reflecting pulse trains; 1968), but also using related aspects in Whistlers (based on ionospheric sounds, 1967), I am 
Sitting in a Room (multiple re-recordings in the same room acoustic, 1970) and Vifarb/Hyperb (making use of 

qjtLTr,5' rf 3 T' ,Vem iS S,Uart MarSt,a"'S He,er°p|""'i" One part of Stockhausen s Alphabet 
rl'JnnS 'f'T ex<"°re ach° ̂ "ions in a manner that is sim.lar to that of Lucier's Vespers. Less 

a Considerable number •" use acoustio feedback, tape or electronic 

Steve Reich's Clannin M m o t s ' syatemic Percussion pieces (where they may not always be welcome), as in 

John Chownino s cnmn up ™ ^ "" PieCeS °f Wood of 1973 Fiaa"V mention should be made of 
S TT" T a,ins S0Und Spaces A"these Piac<* use sound sources with similar 

Teaiures to tnose mentioned under Mountain Echoes' hinh nitrh rannne i~ i _<• • , < • • A 

speeds with silences between successive sounds when the^areZl'lllZ T*. T * ! ̂ 
sustained sounds. V percussive, or slowly changing complex 

In improvised music, Evan Parker is the onlvDerformpr than hawoh a u 
difference tones with himself (on soprano sax) once aaain hinh 1 h  wh° uses echo Sections to create 

him do this during a solo at the Purcell Room in May 1976 since I had mUSthCOnfesS my deNght in ^ 
player to do the very same thing in Differentials a trio for winH ? 3 Very Sh°rt p3SSage reqUinnfl 3 5109 

wind instruments, which I finished a few months before. 

I have also indicated the use of echoes in mv pnuimnmnn«.i i * 

1974, striking stones together in a rocky valley in a manner s'mZto LT |S°UndS La Sain,e-Baume 

adaptation of this indicates that one should run one's thnmhnS • ? S Vespers' and a subsequent 
the surface of two larchcones held in one's hands in an Prh • mdePendent|y and at slightly different speeds over 

clockwork machine. Finally, I hope soon tobeaJe to reahs^7 environment- Placing a sound like a 
devices (as adapted for blind people) man nut a cna Project that I conceived in 1968, in which sonar-like 
and objects in it ' P ' ™P °Ut 3 SpaCe m terms of direction, distance and absorptivity of the people 

The increased use of concrete and brick for entire build' th • 
the fewer absorptive materials (such as plants hu<;hp caSn J1 .largLer sizes' Their greater proximity to each other and 

' USh6S and trees>ln between them, create more echoes in modern life 
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that can be primarily disturbing, and most people may well be unaware of the contribution made by echoes to the 
disruptive sounds they make. An adventure playground separates the back garden of the four-storey house in which I 
live from the gardens of other similarly tall houses. Sounds of children hammering, and until recently of dogs barking in 
a neighbour's garden, are reflected back to our house with a delay of approximately '/4 - V2 second, which roughly 
doubles the audible length of such sharply percussive sounds, and the distance is short enough (50-100 metres each 
way) for the loudness not to be greatly diminished. It is probably fairly close to the most suitable distance to produce 
the maximum annoyance! Similar distances are found on many new university and college campuses, school 

buildings, housing estates, etc. 

Not forgetting lighter music, various types of echoes are used to great effect and amusement on older recording by 
Morecambe and Wise of "Me and My Shadow", including a man-sized echo chamber and singing in close canon at 

the unison (one sings everything half a beat after the other). 

A science fiction novel features echoes. Daniel Galouye's Dark Universe describes a future civilization living in a huge 
underground series of caves without any form of light, after an atomic war. Echo-location using click-stones has been 
developed to a high degree, so that it is possible to identify known individuals immediately by sound alone. 

Musics 15 (1977) included, under this overall title, a substantial collection of contributions on the theme of echoes, 
written by Michael Parsons, David loop, Charles K. Noyes, David Cunningham and me. Since I was the one who 
devised the original title, I feel justified in borrowing it for my own text. My sonar project was one of two that I had 
proposed for a short project at the STEIM studio in Amsterdam; in the end I worked on the other one, researching into 

building my own contact microphones. 



Bureaucracy (Winter.1966-67) 

Imagine that, for some unexplained reason, an adult elephant is lying down on a pile of important papers which you 
urgently need. Clearly there is a good reason for the elephant being there, and it knows it. You must find a way to 
persuade it to change its mind and move away. 

Germany. Run around shouting at the elephant, hitting it with a stick, and when these have no effect, start shooting a 
rifle into the air. Eventually the elephant gives up and hurries off. 

Britain. Talk to the elephant nicely ("Come on, old chap"), and try to entice it away. After a while it decides it would 
like to make friends (but on its own terms), and walks over to you. 

France. Offer the elephant a bunch of bananas, holding them at a distance so that it can only reach them by standing 
up; which of course it does, immediately. 

Moral: the more imaginative a method you can devise for circumventing the rules, the more successful you will be. 

Punctuality (Winter 1966-67) 

Two people, whom we will call A and B, arrange to meet at a specified place at a precise time, let us say 11 a.m. A 
arrives first. 

Germany, 11.01 a.m. B arrives. A looks at his/her watch: "I thought we said 11 o'clock". 

Britain, 11.15 a.m. B has not yet arrived. A thinks: "Did we say eleven o'clock?". 

France, 11.30 a.m. B has not yet arrived. A thinks: "It's about time that B turned up". 

Betwee'iDecember,966andMarcht967lworkedinParis,immediatelyfollowingtwoyearsinGermany.Asan 
Englishman this gave me an ideal opportunity to compare the way in which these three nations deal with aspects ol 
everyday life, based on my own experiences. In 19751 wrote up these two short texts from memony; the original text ol 
Bureaucracy has been lost, so I have reconstructed it for this book. 
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Analogue versus Digital (1989) 

As far as we understand such things at present, only two species on planet Earth show a high degree of intelligence, 
as opposed to ability in a single type of activity. The major achievements of some members of the cetacean family, 
such as whales and porpoises, seem to lie in the fields of philosophy, what we would anthropomorphically call 
"humanism" and altruism ("Love one another" and "Love thy neighbour"), as well as in vocal music and (three-
dimensional) dance and drama. Some members of the human race have also explored these areas, but with 
comparatively less success, and as a race we have instead specialised in the skills of engineering and craftsmanship, 

as well as of their applications in painting, sculpture, instrumental music and literature. 

This is not intended to denigrate the wonderful achievements, in our own terms, of humans and especially of human 
artists in the fields in which cetaceans excel. In the future, for example, a small number of humans may be able to 
match, in low or zero gravity (away from Earth) the grace and beauty of movement in three dimensions that every 
cetacean apparently acquires before reaching maturity - but, until then, in this writer s opinion, no human dance is as 
breathtakingly moving as a humpback whale soaring through the air and returning to the sea, with its powerful tail fin 

the last part of it to disappear from view. 

Why have these two species evolved in such different ways? It cannot just be the different media - of water and air 
respectively - in which they move. The principal reason appears to have been the development by the monkey ami y 
of hands capable of grasping and climbing, and especially of the flexible appendages that we call fingers or digits. 

Understanding as we do the capabilities of separately-manipulable digits, the human race is uniquely positioned to 

understand both analogue and digital methods of control, and to have developed technology t at exp01 s o o 
these - until the mid-1870s all forms of information storage, communication and retrieval were digital, then the 

telephone and phonograph/gramophone initiated an analogue century, and we are now two eca es i 

digital era (which may possibly turn out to be a hybrid analogue-digital one). 

Only a digitally-gifted species could have devised the musical keyboard and equivalent control systems that are found 

in many areas of our everyday life. 
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May 1968 (1993) 

In 1968 the contemporary music scene was much smaller than today. Everyone knew everyone else. Moving to 
London in summer 1967,1 quickly became involved in a variety of activities - such as founding at Goldsmiths' College 
the first electronic music studio in higher education and organising concerts at the Arts Laboratory in Drury Lane. 
Such optimism, dampened by the Russian invasion of Czechoslovakia in August 1968, lasted until the first problems 
over oil in 1973. 

1968 was the year when I started out in the several creative areas in which I still work; different approaches were 
featured in three new compositions presented in March that year. But most important was the premiere in July of my 
first fully-fledged invented amplified instrument Shozyg I (built in May or June). 

Written in response to an editorial request to contribute to a 25th anniversary symposium in The Wire. 
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Four Aspects of Knowledge in Creative Work 
(EX-PER) 

Hugh Davies (1976) 

EXPERIENCE 

EXPERTNESS 
(EXPERTISE) 

EXPERIMENTATION 

EXPERIENTIAL 
(APPROACH) 

Knowledge of how to set about exploring and exploiting one's chosen materials. 

Efficient methods of access to required knowledge, as opposed to storing everything 

in one's head. 

Accumulating knowledge about something new as a result of research techniques and 

scientific enquiry. 

Investigation of unfamiliar subjects and disciplines as potential sources of new 

knowledge, instead of comfortably remaining with familiar ones. 

Artists base their work on their 

personal and creative experiences. 

They experiment with forms and 

materials, establishing styles in 

which they become expert. The art 

work offers a new communication 

for those who experience it. 

The Four Aspects were formulated in response to a 
Years later. 

request for a definition; the statement was added some fifteen 
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Competition Juries (2002) 

With many competition juries there is a tendency for the winner not to be the first choice of most, if any, of the jury 

members. Some composers excel at winning competitions, but their compositions usually do not turn out to be major 

works. Why is this? 

Individual jury members often select as their first choice a work with some unusual features, which will not appeal 

strongly to most of their colleagues; in a final vote, it is the second, third or even lower choice of the majority that will 

win. The larger the jury, the more likely this is to occur; with only three jury members, there is the possibility for detailed 

discussions about the more unusual pieces, and one juror might be convinced by the comments of another. 

Such conclusions are clearly applicable in various other contexts, not necessarily only artistic ones. 

1  0 8  



TWO HAIKU 

Haiku (1974) 

Raindrops 
muted by dead leaves 
outside my window. 

The early sun, escaping from a cloud 
paints the boughs 
silver. 

Aware that it contains significantly more than the 17 syllables that constitute a true haiku (but feeling that it cou ave 
been a translation from a Japanese original). I wrote this text one bright autumn morning after it had raine , an 
promptly set it to music as a very short song for voice and piano. 

Haiku for Charlie Morrow (1981) 

Inter-City train, 
took: silent discussion. 
It's soundproof! 

Deaf and dumb. 

Sitting at one end of a carriage long compartment before my first journey on one of Bnt'sh "of people at the other 
Inter-City 125 express trams, / observed but could not hear an animated -they Ve actually 
end of the compartment, and said to myself (with considerable surprise, fo o 
thought about soundproofing!". 

The original haiku was sent on a postcard of the new locomotive t0'haAme"can ^ 
recently visited me in London - probably because we had discussed British trai 
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Taken for a Ride! (1967); monophonic tape 

This early work, a taped collage based on existing music, would now be called "plunderphonic" (a genre 
established in the 1980s by the Canadian composer John Oswald), and currently a major - often legal - issue as 
a result of recent developments in sampling. In the 1960s several approaches to the modification of existing 
music were adopted, from substantial processing, including layering and intermodulation, in Stockhausen's 
Telemusik and Hymnen, to cut-ups of a single piece of music, as in the Elvis Presley song used in James 
Tenney's Collage No. I (Blue Suede). Closer to my own simpler approach is a work that I only heard after 
it was released on CD in 1998, Philip Corner's "sound assemblage" From Thai's; both works were created at 
home using a single tape recorder, in my case a portable machine that was both monophonic and single-speed. 
I overcame the latter limitation by manually slowing down the tape spools. All the music and other sounds 
were recorded directly from the radio, the shorter inserts mostly being spliced into the final tape. The title 
comes from the first of the two familiar pieces of 19th century music that turned out to be linked by a similar 
rhythmic and melodic shape, Wagner's Ride of the Valkyries and Rimsky-Korsakov's Sheherazade. 

A recording of Taken for a Ride! is included on the accompanying CD. 
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Organic Rhythms (1981) 

improvised performance on the sound installation Macro-Process Organ 

The Macro-Process Organ is normally installed in an exhibition space; because it takes between one and 
two days to set up. I only perform Organic Rhythms when I participate in a concert in the same space. A 
keyboard-like panel, on which 21 push-buttons are mounted, controls 19 electric motors and 2 buzzers t at 
are variously mounted around the walls, ceiling and floor The motors create sounds from a range of 
household and found ob|ects. including a flat board into which an array of nails has been hammered to 
different lengths, a camera strap that taps against the wall as It rotates, a small suspended bell that occasionally 
strikes either or both of two suspended aluminium "tubular bells", rotating wooden balls that strike resonant 
found objects (such as an eggslicer. a plastic container, the silver lid from a butter dish and the inside of an 
empty soft drinks can), and a toothbrush that revolves horizontally beneath a horizontal LP recor . 

To encourage the public to explore the "organ", there is no positional relationship between each' 
source and the keyboard switch that controls it. Since these are different in each exhibition space, I prepare 

sheet of paper for me to identify them during the performance. 

Extracts from exhibition reviews; . 
- "there is a splendid organ on which a symphony of sounds can be create y pressing 

• ^̂ o îl̂ ca, instrument... the room comes aiive with a multitude of 

on the border of sound and image..." 

A comment written by a child in a visitor's book: around" 
"I thought that the ogone [organ] was the best when you saw the things were going around. 

A recording of Organic Rhythms is included on the accompanying CD. 
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Embellishments (1994 rev. 1997, 2001) 

The title incorporates the word "bell", the principal sound used in the instrument on which 
Embellishments is played, the composer's sound installation Ring dem Bells (1991, expanded 1997). On 
two modified telephones each of the large push-buttons operates either a two-note "ding-dong" door chime 
or a buzzer, which have in turn been modified, either in pitch or in timbre, or both (see note below). This 
work can be performed by either one or two performers. 

For a solo the performer sits facing the audience at a small table, on which the two telephone consoles are 
placed side by side. 

For a duo the two performers sit at the two lateral sides of the table, facing each other, with one telephone 
console each. 

All the chimes and buzzers (apart from the two optional double-ball chimes), plus the two distribution boxes, 
are placed on a second table behind the first, which must be as large as or larger than the performance table. 
They are arranged across the table's surface as if in the display window of a shop. 

An unusual musical feature of Ring dem Bells is that each push-button controls two pitches, the first when 
the button is depressed and the second only when the button is released. So the second pitch can be delayed, 
even for quite a long time. 

In a duo, two additional switches are ideally be placed at the centre of the table, within reach of both 
performers; these control two door chimes (each modified with two wooden-ball vibrato additions) which 
are placed at the front of the table, on the audience's side. A suggested plan for a duo performance of 
Embellishments (especially if it follows a solo performance version) is as follows: 

The second (guest) performer begins alone; after 2-3 minutes the first performer gradually begins 
to join in, building up to a duo, but without using the two buzzers (* and #) on each telephone; at 
an appropriate point each performer begins to include one of the two additional chimes; next they 
concentrate only on the latter; one performer then takes over the second switch, stands up and 
moves to the long side of the table (soloist's position), enabling the other performer to move to the 
vacant chair; the standing performer then sits in the other chair, and a short duo ensues using only 
the four buzzers, followed by the reintroduction of the chimes and a full-scale duo to the end of 
the performance. 

Ring dem Bells (1991 /1997) 

Ring dem Bells consist, of eighteen two-note ("ding-dong") door chimes of various manufacturers and 
models four small electrical buzzers and two push-button telephones, all of which have been modified 
internally; the telephones now function as a type of musical keyboard. It was originally built for an exhibition 
on the theme of shopping -1 was surprised to find that so many different models of door chime were available 

lole^7an7at T "" "Pe°P'e PUrChaSe m°re ^ °ne d°°r ChimC in ^ 

When I decided on the title Ring dem Bells (in grammatical English it would be Ring the Bells which is 
much weaker!), partly because telephones are normally used to "ring" another person it seemed to have a 
jive connection. Later on I discovered that an earlv foxtrnr (I k • i-,. , , 

am not aware of having heard of it before 1996 ' ' by °Uke E"'ngt°n has this title'thoUSh' 

A recording of Embellishments is included on the accompanying CD. 
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Publication History 

Around half of the contents of this book has been previously published, sometimes only partially or in earlier 

versions. 

The Aims of My Musical Projects for Children. Musicworks.57(Winter 1994)16. 
Audio Art - prfba definkji [Audio Art: Notes Towards a Definition]. Festival Audio Art [fest 

p r o g r a m m e  f o l d e r ;  i n  P o l i s h  t r a n s l a t i o n ] ,  C r a c o w ,  1 9 9 3 ;  r e v i s e d  r e p r m t s  i n  3 A u s t r i a )  
Akademie fur Neue Komposition 1995 [festival programme book; in English], Schwaz (Austr ), 
1995,14; Avant 19 (Summer 2001), 44; online at 
timl-nhp.highwav ip|pkom.at/flv*"tgarde.schwa/ /deutfiCh /essays davies.htm 

Ear^t^^ English and in French translate]. Collect,on OUt No. 

OSS ,Nutida Musik22/1 (197tS-/4),5UOi,r>io\ciMcin 1. / , Bratislava 1995, 
MkhalMurin ,od.): Avalanche, 1990-95. Spolotnost' pre 
51-51 "Sineinc Road"/"Strada checanta" in Sonontii Prospettiche p ti,M,i 

same old mistakes all over again. Musics 3 (.Augus t-Septembe^>^9 ^ de refaire 

- ̂ns les domain* inexp.ords de -1— 
toujours les memes erreurs bien connues. . Henri t, p 
Michel Place, Paris, 1979,46-48. "Flertronic Music: History and 

Four Categories of Live Electronic Music |re\ isev. rom ( « Music Dutton, New York / 
Development"]. John Vinton (ed.): Dictionary o Contemporary Music, Duttc 
Dictionary of 20th Century Music, Thames & 1 ut son, c ' ^972) 2-3; Swedish translation: 

Future Developments in Electronic Music Microphone 1 (Febma^ m4 

"Om den elektroniska musikens framtida utv ec ing • lint;tiecj section on the Music 
Improvisation, Indeterminacy and Intuitive Music Nature ancj practice in Music. 

Improvisation Company]. Derek Bailey: a t'ice_Hall, Englewood Cliffs, N], 1983 [also 
Moorland Publishing, Ashbourne, 1980,112 edition: British Library, London, 
Italian, German, French, Dutch and Japanese translations], • 
1992/Da Capo, New York, 1993,95. 

Jigamaree. Musicworks 57 (Winter 1994), 16. ,K. , 199-73 32. 
May 1968 [symposium contribution]. The ire nts invented by Young People. 
The Musical Potential of Found Objects in New Instru™" slovakian translation in Vecery Novej 

Musicworks 57 (Winter 1994). 14-20; part,aUy reP"^TLtislava. 1994,79-81. 
Hudby (5): Medzinarodny Festival [festrva Pro8 Musics 15 (December 1977), 10. 

Multiple Reflections on Echoes [sy,^Poslu" ^b^onl Composer-to-Conrposer 1990 jaudio 
Musical Environments [revised from forum 1990. 

cassette;Panel 3,Tape 1 [,Tell"nd? '"^ew andUnusual Instruments [touringexhibition 
My Artistic Make-Up- Making Music: New and 1Unusiw ^ 

catalogue], Craftspace, Midland Arts Centre,, Bir g ^ ̂  (5); lnternational Festival / 
My Environmental Music [originally unt.tlec l^.^i , ® arate festival programme books; in Engl.s 

Vecery Novej Hudby (5): Medzinaro y gl-83. ...... 
and in Slovakian translation], Bratislava, 1994,79 80 /^ ents [touring exhibition 

New Musical Instruments. Making Music: New and Unusu 
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catalogue], Craftspace, Midland Arts Centre, Birmingham, 1989 [only half of this text was 
printed]. 

A Parable: Gondwanaland. John Latham: Report of a Surveyor. Edition Hansjorg Mayer, Stuttgart & 
London/Tate Gallery Publications, London, 1984,41-42. 

Ring dem Bells. Resonancias [exhibition catalogue; in English and in Spanish translation], Museo 
Municipal, Malaga, 2000,44,92-93. 

The Role of the Artist [revised from part of my response to a questionnaire in the symposium "Art 
and Social Purpose"]. Studio International (March-April 1976), 168-69. 

A Selection of "Sounds Heard" [environmental music documentation and projects, incl. Sounds 
Heard at la Sainte-Baume, Environmental Music Projects and, in diffferent combinations, six 
other texts and scores reprinted in this book; own publication], London, 1978 [8 pp] (revised 
reprints 1988,1994); mostly reprinted in Ear Magazine 16/2 (May 1991), 40-45; in Swedish 
translation: "Musiken omkring oss", Nutida Musik 22/1 (1978-79), 46-51; selections reprinted in 
Daniel Goode (ed.): The Frog Peak Rock Music Book, Frog Peak Music, Lebanon, NH, 1995,18; in 
Slovakian translation: "Vyber z "Pofutych zvukov"". Michal Murin (ed.): Avalanches 1990-95, 
Spolofnost' pre nekonven£nu hudbu, Bratislava, 1995, 50-52; "Mouth in Wind" quoted in David 
Roberts: "Hugh Davies - Instrument Maker". Contact 17 (Summer 1977), 12, revised as "The A-Z 
of Hugh Davies". Crafts 37 (March-April 1979) 35. 

Sound Installations [incl. "Audio Art: Notes Towards a Definition"]. Avant 19 (Summer 2001), 44. 
Sounds Heard at la Sainte-Baume [environmental music documentation]. Musics 5 (December 1975-

January 1976), 11; reprinted in A Selection of "Sounds Heard" [q.v.] 
Statement. Berner Zeitung 4 December 1980 [in English and in German translation]; A Selection of 

"Sounds Heard" [q.v.]; Musicworks 57 (Winter 1994), 19; Evenings of New Music (5): 
International Festival / Vecery Novej Hudby (5): Medzinarodny Festival [separate festival 
programme books; in English and in Slovakian translation], Bratislava, 1994, 78 / 78. 
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DISCOGRAPHY/TAPEOGRAPHY 

AS COMPOSER/PERFORMER 
"Shozyg I+II"; OU 36-37 (10" LP incl. with journal), 1970; CD reissue on Alga Marghen, in. 

preparation! 
"ShozygSequence No. 2"[as "Solo Improvisation No. 2"]; Strings and Springs; Blank lapes 8 

(cassette), 1978 . . ... 
"Music for Two Springs"; Poesie sonore internationale; Jean-Michel Place 10007 (cassette incl. wi i 

book by Henri Chopin), 1979 „ , 
"Music for Bowed Diaph ragm s "/"Salad"/"Shozyg Sequence No. 1"/"Spring Song ; Shozyg: 

Music for Invented Instruments (solo album); FMP SAJ-36 (LP), 1982 
"ShozygSequence No. 2". Zeitkreis (1); Hans-Karsten Raecke (cassette; private edition), 1991 (a so 

incl. duo/trio improvisations with Raecke/Ferdinand l orsch) 
"Croup Composition IV (Glastonbury Fair)" (excerpt) (as member of Gentle Fire ;; Live 

Electronics", Contemporary Music Review 6/1 (cassette; incl. wit ijo ), 
"Visiting Hugh Davies". Other Sounds Vol. 1; Trekanten Video Formidl.ng, Copenhagen, 1991 (non-

commercial demo videocassette) . ,.,nb ihic 
"Jigamaree"; Musicworks 37 (CD/cassette incl. with journal), 1993: [Reissued on the CD with this 

"Visiting Hugh Davies". TVF Demotape #1: Other Sounds Vol. 1-11; T,"°'J^ deo^assTtte)'"^' 
Copenhagen, 1994 (non-commercial demo videocassette, incl. reissue c _dition SM 50o 

"Spring Song"; Klangbilder: Hugh Dav i e s/Hans-Karsten Raecke; Kl.ngwerkstatt edition SM 500 

135 D (CD/cassette), 1994 (also incl. duo improvisations vv.th Kaeekc) Hprmit-Plasv 
"Sphng Song" (excerpt); Transparent Messenger' "e/documentation; thngSong" (excerpt);Transparent Messenger . rusvnn '— /dclcumenlation), 

Monastery 1994; Hermit Foundation AV 0057-2 931 (CD inci. u b 
1995 

Vision" (excerpt) [electronic music); Avant 4 (C 1) incl. vv . 19987 / Carlton 30074 
Madame Sin" [electronic sounds for film]; Avid 01223510743 (videocassette), 1998. / Car.tc 

20393,2000 nnntwcm 1998 
Strata"; Variations 2 - a London Compilation; Paradigm Re'sonancias (CD incl. 
Ring dem Bells" (excerpt; duo performance on own sou 

with exhibition catalogue, Malaga), 2000 ^ I"/"Shozvg Sequence No. 3"; 
'Music for a Single Spring" (2 versions)/ F Grob 324 (CD), 2001 (also incl. 2 solo 

Warming Up With the Iceman: Solos by Hugh > 

improvisations) «„:««« VI (Unfixed Parities)" (excerpt) [as 
'Music for Three Springs (excerpt) and "Gro"P Musjc"; Leonardo Music Journal 11 (2 CDs 

member of Gentle Fire); Not Necessarily ng FMFMediaEM 136-2, 2001 
incl. with journal), 2001 / CDs also issued separately, EMF MediabM 

4PROVISER pn 1970 
dusic Improvisation Company; ECM 1005 (L ), I on Incus CD12,1992; one 
c Improvisation Company 1968-71; Incus 17 (LP), 1976, C 

SLkmo 0—®- " 
assette), 1977 . . „ . Davies". Pipe: Duos/ Collaborations; Pipe 
Beard/Hugh Davies/Tim Dennis: "Tno with Hugh Davie 

PI (cassette), 1980 . Sound Works; Audio Arts 4/2 (cassette), 1980 
i Davies/David Toop; Improvised Music & Sound wo 



Circadian Rhythmj Incus 33 (LP), 1980 
Borbetomagus: Work on What has been Spoiled; Agaric 1981 (LP), 1981 
Company: Trios by Company; Incus 51 (LP), 1986 
The Ferals: Ruff; Leo Records LR 138 (LP), 1987 
Peter Brotzmann/Hugh Davies/Phil Minton: "Sweet Suite". Phil Minton: The Berlin Station: 

FMPSAJ-57 (LP), 1987 
Hugh Davies/Hans-Karsten Raecke: "Klangbilder 1-4". Neue Musik und Free Jazz in Duo; Hans-

Karsten Raecke (cassette; private edition), 1988 
Hugh Davies/Hans-Karsten Raecke: "Klangbild 5" and Hugh Da vies/Ferdinand Forsch/Hans-

Karsten Raecke: "Drahtgestalten". Zeitkreis (1); Hans-Karsten Raecke (cassette; private 
edition), 1991 (also incl. own solo composition) 

Hugh Davies/Hans-Karsten Raecke: "Klangbilder 1-3, 5-8". Klangbilder: Hugh Davies/Hans-
Karsten Raecke; Klangwerkstatt edition SM 500 135 D (CD/cassette), 1994 (also incl. own solo 
composition) 

Hugh Davies: Interplay (duos with Max Eastley, Hilary Jeffery, Hans-Karsten Raecke, trios with 
John Russell/Roger Turner); FMR CD39-V0697 (CD), 1997; 2 tracks on Avant 1 [CD incl. with 
journal], 1997 / 1 track on Avant 13 [CD incl. with journal], 1999] 

Hugh Davies/Max Eastley/Barry Leigh (excerpt; 1979 recording). London Musicians' Collective... 
the first 25 years; Resonance RES 8.2 CD/RES 9.1 CD [2 CDs incl. with journal], 2000 

Peter Cusack/Hugh Davies/Rhodri Davies/Phil Durrant/John Edwards/Kaffe Matthews/Marcio 
Mattos/Evan Parker/John Russell/Mark Wastell: Strings with Evan Parker; Emanem 4302 
[3 CDs], 2001 

Hugh Davies/Max Eastley and Hugh Davies/Hans-Karsten Raecke. A New Guide to Sound 
Sculpture and Invented Instruments, Vol. 1; FMR CD80 (CD) [also incl. with journal Avant 19], 
2001 [tracks reissued from Interplay, 1997] 

Hugh Davies: "Lunar Day" / "Solar Night" [solo improvisations]. Warming Up With the Iceman: 
Solos by Hugh Davies; Grob 324 (CD), 2001 (also incl. 5 compositions) 

Strings With and Without Evan Parker: Freedom of the City 2001 - Large Groups; Emanem 4206 (2 
CDs), 2002 (also incl. London Improvisers Orchestra) 

AS PERFORMER IN WORKS BY OTHER COMPOSERS 
Karlheinz Stockhausen: "Mikrophonie I". CBS SBRG 72647 (LP), 1967 = DGG 2530 583 (LP) 1976; CD 

reissues on Sony S2K 53346,1993 = Stockhausen Gesamtauseabe 9.1995 

John Furmval: "Ode". John Fumival; Ceolfrith Press CPR 1 (17 cm EP; incl. with exhibition 
catalogue Ceolfrith Press 14), 1971 

Earle Brown: Tour Systems"/John Cage: "Music for Amplified Toy Pianos"/Christian Wolff: 

EMI Records 7243 5 28343 2 7,2000; other track reissues) S' 
Phil Minton & Veryan Weston: Songs from a Prison Diary. Leo Records CD LR 196,1993 
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Hans-Karsten Raecke: "Reden ist Silber, Schweigen ist Gold". Saitenwege Teil 2; Klangwerkstatt 
edition (cassette), 1994 

lohnCage: "MusiCircus"(excerpt). Resonance RES 7.1 CD (CD; incl. with journal Resonance 7/1), 
1998 

Hugh Davies' invented instruments included in works by others 
Michel Waisvisz: "Stradrivarius". Crackle; Claxon 77.1 /FMP SAJ-14 (LP), 1978 
Alejandro Vinao: "Son Entero". Prix Ars Electronica 1989; Ars Electronica 89 (CD), 1989? 
Alejandro Vinao: "Son Entero". Wergo 2019-50 (CD), 1990 

In addition to sonic of the tibovc, Hugh Davies has also contributed to other commercial recordings as a 
recording engineer and a contributor of sleeve/booklet texts (writer and translator) 

IN PREPARATION: Gentle Fire (CD) 
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Hugh Davies (Exmouth, Devon, 1943) is a freelance composer, instrument inventor, performer and 
musicologist specialising in the new sound sources of the 20th century. He studied music at Oxford 
University, 1961-64 (BA), and was the assistant to the composer Karlheinz Stockhausen in Cologne, 
1964-66. As a Researcher at the Groupe de Recherches Musicales of the French Radio in 1966-67he 
compiled a catalogue of electronic music compositions (see below). From 1967 to 1986 he was the 
founder-director, and 1986-91 the research consultant, of the Electronic Music Studio, Goldsmiths' 
College, University of London. In 1986-93 he was an external consultant for electronic musical 
instruments at the Gemeentemuseum, the Hague. He has been a co-founder of several British and 
international contemporary music organisations, including Secretary of the newly-founded 
International Confederation for Electroacoustic Music (1982-86). Since 1999 he has been a part-time 
Researcher in Sonic Art at the Centre for Electronic Arts, Middlesex University, London. 

As a composer, apart from more or less traditionally notated music for conventional instruments, 
Davies has primarily concentrated on electronic music (live and on tape) and music theatre, since 
1967 especially on works for his invented amplified instruments. Among his commissions have been 
several works for modern dance groups. He has invented some 130 concert instruments, sound 
installations and sound sculptures, and given more than 180 solo concerts and lecture-recitals on his 
instruments, which are featured on over 40 published recordings. His compositions have been 
pei formed and/or broadcast in 25 countries, and his instruments, sound sculptures and other work 
exhibited in 12 countries. His CD of duo and trio improvisations Interplay was voted by the 
reviewers of The Wire as the third best CD of improvised music released in 1997. 

Apart from solo performances, primarily on his own invented instruments, Hugh Davies also plavs 
in duos with Hans-Karsten Raecke and Max Eastley, and is currently a member of Strings With and 
Without Evan Parker and the Electroacoustic Cabaret; previous groups have included Music 
Improvisation Company, Gentle Fire, Naked Software, The Ferals and Voices from Somewhere. In 
tl e autumn of 2001 he appeared as a guest soloist with the London Improvisers Orchestra. Although 
he is not a multi-instrumentalist in any traditional sense, on a variety of commercial recordings he 
not only plays a wide range of his own and other invented instruments as well as live electronics, but 
also clarinet (Stockhausen s Sternklang), Hammond organ (one track on the Music Improvisation 
Company s second album), toy piano (Gentle Fire album) and various non-Western wind 
instruments (Orcadian Rhythm), as well as appearing as a singer (baritone, in Phil Minton and 
Veryan Weston s Songs from a Prison Diary). His many concert appearances have included the BBC 
Promenade Concerts on two occasions, playing live electronics in Stockhausen's Mikrophonie II 
and sampling keyboard in the world premiere of Jonathan Harvey's Madonna of Winter and 
bpnng. J 

tadUde a„Srea'er on sound installations. Following 
Tmtmnabulana Colontens.s, a specially-commissioned "bell forest" for the underground ruins of 
he Roman Praetor.um ,n Cologne (4S00 visitors during its eight-hour opening), the publication of 

this book has been timed to coincide with the ooenina of a r, i j - .. • i c • 
rtanirpinrnhit^rHaoeko ^ e ,,°Pemng a new sound installation at the Sinus Arts 
Centre m Cobh (Cork harbour), constructed during a residency there in April 2002. 

Hugh Davies'writings on music have been nnblishpH in 17^ J , .. 
.n ... I...II...Intem-Hon,] F|. „„n„ ;,;X, ^ 

(2nd. edition, 2001), 4 entries in The Dictionary of Art hIm " £7 M"Sk a"d MTcma „ 
and chapters in 20 books and exhibition cataloguesHe ha l' COntnbut'ons to si* other dictionaries 
experience with his researches. These largely c^er areas of wh TbT P™""' ™ I 
experience, bringing inside practical kn^ledgeha h^researclv'w^ietlwdrepe^hfeto^^,10 
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understanding gained through his researches has often fed back into his creative work. 

The main areas in which he is an acknowledged authority include: 

- acoustic, electroacoustic and electronic instruments invented since the late 19th century 
-sound sculpture 
- the classification of electrophones 
-electroacoustic/electronic music up to 1970 
- the history of sampling 
-drawn (optical) sound 
- the instruments and music of Luigi Russolo 
- music composed for mechanical musical instruments through the ages 

Several of his articles can be found on the internet (listed in chronological order): 

Goldsmiths' College, University of London: Electronic Music Studio (1977): 
http://music.gold.ar.iik/EMS/davies.html 

\euelnstrumente und Klangskulpturen: Ein Oberblick; German translation of A Survey of New 
Instruments and Sound Sculpture (1987): 
vLWw.aec.at/20iahre/archiv/19871/1987 066.rtf 

TrehTad novych ndstrojov a zvukovych skulptur; Slovakian translation of A Survey of New 
Instruments and Sound Sculpture, with new postscript (1987): 
http://www.slovakradio.sk/radioart/home/sitemap hvsP-html 

Gesture in Live Electronic Music / Gesto v 2ivej Elektronickej Hudbe (1993); in English and in 
Slovakian translation: 
www.slovakrad^sk/r^dioart/proi/ifem92/pages/davies en.html 

The Beginnings of Japanese Electronic Music (1993): 
http://www kgw tu-berlin.de/DegeM /Seiten/degem-media-frame-html 

TheSound World, Instruments and Music of Luigi Russolo (1994): 
httP://www l-m-c org.uk/texts/russolo.html 
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Contents of CD 

For every track on the CD a corresponding text in this book has the same title, except for Eine kleine Eierschneidermusik 
(discussed in "The Eggslicer"). They can be found in the sections Simple Invented and Found Instruments, Sound Installations 
and Related Projects, Scores, Projects with Children and Notes on Other Works Included on the CD; most of the shortest 

tracks relate to "Seven Portable Found Instruments" (in Sounds Heard and Environmental Music Projects), 

1. Interlude (1974) 5'14" 
trio, musical boxes: Hugh Davies. Pam Davies, Rebecca Davies 

2. Chinese Fan (1970) 0'33" 

solo, found instrument: Hugh Davies 

3. Collective Responses (1981) 5'02" 
duo, sound installation: Hugh Davies, Julia Usher 

4. Larchcone Clickers (1977); 2 larchcones 0'33" 

solo, found instrument: Hugh Davies 

5. Embellishments (1994/97); first version 3'34" 

solo, sound installation: Rebecca Davies 

6. Envelope Buzzer (1975); 2 buzzers 0'44" 

solo, found instrument: Hugh Davies 

7. Printmusic (1987?, rev. 2002) 4'18" 
Apple II computer and Epson dot-matrix printer (Hugh Davies) 

8. Squeakbox (1969)0 38" 
solo, toy instrument:Hugh Davies 

9. Jigamaree (1977) 8'27" 

children's ensemble (Bonn), invented and self-built instruments, 

directed by Hugh Davies; concert recording 
10.Conference Instrument (1976) 0'36" 

solo, invented instrument: Hugh Davies 

11.Taken for a Ride! (1967) 2'48" 

monophonic 'plunderphonic' tape collage (Hugh Davies) 

12. 3-D Postcard (1970) 0'59" 

solo, found instrument: Hugh Davies 
13. Organic Rhythms (1981) 7'49" 

solo, sound installation: Hugh Davies 

14. Composition with Cadence (1969) 0'18" 
hand-operated toy musical box (Hugh Davies) 

15. Eine kleine Eierschneidermusik (Eggslicer Quintet) (2000-01) 9'19" 
quintet, eggslicers: Johannes Bergmark, Adam Bohman, 

Hugh Davies, Martin Klapper, Mats Lindstrom 

16. Nut Whistles (1976); cob nuts and acorns 0'34" 

trio, found instruments: Hugh Davies, Pam Davies, Rebecca Davies 
17. Embellishments (1994/97); second version 8'48" 
solo, sound installation; Hugh Davies 

18. Lid Clickers (2001)1 '30" 

trio, found instruments: Hugh Davies, Pam Davies, Rebecca Davies 

19. Lady Bracknell (1971) 2'17" 

solo, toy instrument; Hugh Davies 

Total playing time 65'43" 

all compositions by Hugh Davies (PRS) 

joint composers of Eine kleine Eierschneidermusik (Eggslicer Quintet): 
Johannes Bergmark, Adam Bohman, Martin Klapper, Mats Lindstrom 

Complimentary CD 
(Free when purchased with this book only.) 

recording credit?; 
Taken for a Ride!: Hugh Davies, West 

Byfleet. 1967 

Jigamaree *: Hugh Davies. Richard Felt and 

Richard Schaer. Bonn. 1977 

Organic Rhythms: Hugh Davies. London, 
1981 

Collective Responses: Hugh Davies, 

Colchester. 2001 

Eine kleine Eierschneidermusik 

(Eggslicer Quintet): Martin Klapper & 

Johannes Bergmark. Copenhagen. 10/2000: 

Mats Lindstrom. Stockholm 11 /2000: Clive 

Graham. London 6/2001 (incl. final mix) 

Embellishments (2 versions). 

Printmusic: Hugh Davies. London. 2002 

all other tracks: Clive Graham. London. 

2002 

Digital conversion and mastering by Clive 

Graham (Paradigm Discs) 

* This recording of Jigamaree was 

previously issued on the CD/cassette 

accompanying Musicworks 57 (1994) 
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H u g h  D a v i e s  

SOUNDS 
A Po tpour r i  o f  Env i ronmenta l  P ro jec ts  and  Documenta t ion ,  
P ro jec ts  w i th  Ch i ld ren ,  S imp le  Mus ica l  Ins t ruments ,  
Sound  Ins ta l la t ions ,  Verba l  Scores ,  and  H is to r i ca l  
Perspec t i ves  

Sounds Heard is not only a collection of writings intended for people who are 
interested or involved in contemporary music, especially those performers -
including children - who lack a formal musical training. It also charts a wide 
cross-section of the activities of an intriguing musical personality. At different 
times in Hugh Davies' nearly 40-year career he has been variously described as 
"the world's leading electromusicologist", "the most informed person around on 
the general subject of new instruments", "unique English composer", "one of the 
most interesting instrument inventors of recent decades", "the remarkable live-
electronics 'freak'", an "electronic wizard", "a humanist" and "I have never seen 
any music teacher who is as fond of children as he is". Do these really refer to 
only one person? Who is the real Hugh Davies? Why has his modesty prevented 
him from being better known? 

This book focuses on many of Davies' insights about working an artist, a musi­
cian, a composer, a performer, an instrument inventor, an educator and a 
researcher. He takes nothing for granted, and there are always wider implications 
than his own immediate involvement. Even his more avantgarde scenarios are 
tempered with his "very British sense of humour". Many of the different areas of 
experimental music since the 1960s are touched on, including electronic music, 
live electronics, invented instruments, sound sculpture, sound installations and 
free improvisation, in all of which he was one of the British pioneers. 

The CD illustrates a cross-section of the themes covered in the book. As with most of Hugh Davies' solo performances and 
recordings, no conventional instruments were used on the entire album, with the exception of one short piece in which existing 
music has been manipulated with tape techniques. 

arts 
council 
ealaion 

50*-Includes Free CD 


