Postwar contemporary composers, such as Cardew,
Cage and Crumb, have left an exuberant legacy of
seductive graphic scores that still puzzle and fascinate

33, Private languages for pubjic -

- performance. Graphlc scores gan.

range from indelerminacy to
precision'in thelr instructions,
L. Cassiopela by Grorge Gacl

- Some scorns seeni closet o a
- psychelogist's Rorschach test or .

an architect's prefimingry sketck

-than stantiard musk aotation. This

e by A

; Caclo'p;m; ant colletted in Jekm
Latre's comzilation Notations, 1969, - o st
~ scattered along a rigid grid. A score assumes shared

is both detafled and ambigueous.

 "Such works, which appear to

dispense altegether with the ldea
of & horizostat time kne, seem to
te move in the basiness of inspleing

“feeling In the perdorming musicians,
- 2, Per tra sul piane hy Sylvano

Bussott], from Selfe fogll, 1959,

* Bussolth an Halian Modernist,

had great graphic alr and had
created graphical versions of ofher
tomposers' music before appiying
the technique to his own, Works

- stich as fhis,for three players

and one open plany, recall the
rapatious kechetors of Marcel
Buckamp’s Larye Giass,

B{oppoasite), Detall fram

Johr Gage's Concert for plano

.. andl prohesim. (Sae_ page 27),
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the artists and musicians of today. By John L Walters
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Score-writing is  powerful form of visual
communication that reaches across the barriers of
language, space and time. The mark-making of western
musical notation has an intrinsic acsthetic appeal
generated by elements that ave simpler — more primeval
perhaps — than the Roman alphabet: a thythmic
procession of thick and thin Enes, open and closed
ellipses, Arabic numerals, commands and ornaments -

knowledge, a body of skilled expertise - it is a diagram,
arecipe, a route-map and an exhortation to perform.
Yet something in the design of 2 score reaches beyond
the private codes of a trained misician. Whether
composers write conventionalty functional scores, play
visual tricks (the staves of a ballad twisted into a heart
shape or the face of aloved one traced in black and
white piano notation) or scatter circles and wavy lines

(SR T

- graph, the horizontal x-axis for thme and the y-axis -

RICORDY

across their score pape, they are translating non-visual

ideas into visual codes. The craft involved in preparing

scores Tequires a link between ear, eye and hand. -
The stave can be thought of as a two-dimensional

the vértical location of the note-head on the horizontal
lines that make up the stave— for pitch. The scoreis an
arrangement of several staves in parallel, synthronised
in time: each note has a time co-ordinate plus several
other parameters, including pitch, duration, timbre .
andintensity. Since the passage of time can be followed
by reading from left to right, so simultaneous musical
events are directly ahove and beneath each otherin the
score. One of the-most important fanctions of this coded
graph i5 to keep musicians silent at certain times — the
musical equivalent of white space. -
The graphical organisation of music in this way made
it possible for more complex, large-scale music tobe
made and performed, with the attendant emergence of
new roles and hierarchies. The graphic effectiveness
of the musical scofe was central to the development of
western Classical music. Playing from individual parts
copied down from the score, each musician is part Of? i)
vast system whose aural architecture can be appreciat@ y
as the music unfolds in time. ' "
Give or take a few written instructions, a Classical
score by Mozart or Mahler uses the same language 85
say, Stephen Montage’s new piano concerto, a fitm 5697
by Michael Gibbs or Rachel Portman, say, or the string.

RO A e T LIALATION GF FRTENE EOATION. LTE, Laihat



& 2963 BY URIVERSAL EDITION (WIEN) AG, REPRGOUCED BY PERM!Ss!GN

% 31960 BY UNIVERSAL EOTTION (LONOON) {70, REFRODUCED BY PERMISSION

B _ _ B
e =
4
ha comb!nailm of sever] lnyen,eocﬁ tayar It to be reprosented by o chomraterislic sound group in which the Zen-
and b are o be diftermntlnted {1 the cose of 13, he?emamw: sourdds oro to be
lmrod\rcud)
CF  sound, hard (fribre}
. with precise pitches
£ sound, st
B o, bod 3
with distinguithoble pitches
D oo, st 1 possiblo related to it patts of an event
'@'- sound-nolses, hord
mixture
-{{5}- soutd-ioises, soff
5 O © ndeterminate {In timbre)
—- ) 2 lp—
B g 4 g LS —y
£ 9] . .

4.6, Scores by the prolific and
Influentizt Karlheinz Steckhausen,
whase wark has embraged many
different fypes of graphic scere,

4, Zykius, 1959, for a pereasstonist,
with symbols and shapes that can
be read from either side,

5 and 6. Plus-Minus, 1963, The
symbols used here are explained in
seven pages of detatled instructions.
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Each square signifies a musical
evend and the central open circle
represents a Zentraffifang,
correspondirg to one of cight
chords written on a separate “note-
page®, The jentth of the individunt
seuntls is Indisated by the smaller
setit symbols: tiangles (shorl),
diamands (long), ¢ircles (leng) and
question marks {indeterminate).
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arrangements Jocelyn Pook wrote for The Stranglers’
anniversary gig at the Albert Hall. As an international

- language of signs, conventional notation is hard to beat,
* et for a couple of decades, from the r9505 to the early

19708, composers questioned every convention to
produce an extravagant body of exubetant, orrate -
and sometimes totally baffling “graphic scores”.

CAGE INFECTS THE ART SCHOOLS

The first rumblings of the graphic explosion that was to
peak in the rp6os were in early twentieth-centary scores
that incorporated percussion. Non-piiched instruments
require only single-line staves, so Edgard Vardse's
Ionisation {1931), scored for percussion, looks as
graphically stark and brutal as the music sounds. This
century’s fascination for non-pitched noise - continued
in diternative music to the present day - was predicted
by the Foturist activist Luigi Russolo, whose written
music for his “intonaramoert” noise imstruments (1916)

* has similarities with experimental seores of the 19605,

John Cage was known initially s a “percussion
comyposer”, who gained a reputation in the rg30s for
his modern dance Scores. His simplest pieces combine
graphic directness (he had worked for architect Emo
Goldfinger) with a decorative charm: that may be
inspired by Erik Satie, whose hand-written scores
contained decorative illustrations and an imaginative,
eccentric use of lettering and white space. Cage's need
for alow-cost percussion unit that would fit into a small
performance space led to his invention of the “prepared
plane”, where the stzings are damped or otherwise
modified by the addition of metal screws, erasers and
small cbjects carefully listed on the opening page of the
score. With this system, written music takes aleap into
the dark. }t is impossible to read a prepared piano work
such as Sonatas and Interludes (1946 -48) and deduce the

_ sound: when the piece is played on a correctly prepared
instrament it produces an extraordinary sequence of

Ppercussive sounds, vaguely oriental and quite beautiful.

Here, the written music is a series of instructions for
asequence of events in time, Later scores by Cage, or
others spurred on by his example, takethisideato the |
point where there is little correlation between what one
sees and hears, The “score” to Ligeti's Podme Symphonique
{1962}, intended as a Fluxus event, is merely a command
to wind up roo metronomes and set them going,

By the. 19505 graphic scores were becoming one of
the dominant forces in “serious” music, with radical,
visually stunning work by Earle Brows, La Monte
Young, Christian Wolff and the energetic Bzitish
composer Cornelius Cardew, who absorbed nruch by
assisting (at different thnes) both Cage and Karlheinz
Stockhausen. Earle Brown's December rg52isone of
the more celebrated graphic scores - an ambiguous,
Mondrian-like construction that has resulted in quite
different performances. Yet the visual aesthetic of
this wark evokes an imagined music in the observer's
mind, an invisible music perhaps more ascetic,
beautiful and formally Modern than any earthly
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9. Page 3 of ... Out of “Last
Pigces”, by Morton Feldman, 1961,
is # stripped-down fraph, with 80

- hoxes to the minute. The numerals

indicate the number of sounds to be
pfayed on or within the duration of
each box, and broken lines indicate
sustatned ssunts, On the finat page
the pland part blossoms Inte
conventional chordal notation,

. 20. An extra page from Mauricio
- Kagel's Transicitn, 1953, for plano,

percussion and theee tape recorders.
The performer fs instructed to cit
out the shapes and attack-them to
specific pages of the score with
clips or pins; the cireular shapes

are meant to Be rotated during
performante,

‘21, Becember 1952 by Earle Brown,

a member, with Cage, Feldman and
Clristian Wolt, of the Influential,
impoyerfshett “New York School”

‘of the eariy 19505,

X2 and 13 (opposite) Pages 29 hnit
183-from’ Treatise, 1963-67, by the
fate British compaser Cornslius
Cardew.“A composer who hears
sotnts wil try to find a potatfon
fur sounds) wrote Dardew s the
“Working Notes" publisiwd later

n his Treafise Handhook,“One
wha has Fdeas wiif find one that
expresses his ideas, leaving their
interpretation free, In confidence
that his ideas have heeh accurately
and concisely notated.” Cardew
thought the score would he hest
played by musical innocents,
“Wathematicians ant prapkic artists
fingd the score easier to read than
musicians; they get mere from 1Y
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of the art school experimentalists (whose most famous
Tecruit is Brian Eno) can be heard in installations and
¢ns by soundsmiths with no traditional musical training
— people who can sculpt recorded sound in much the
same way that visual artists work with materials,

THE BIG IMAGE
Gtaphtc scores raise some thomy issues: does the
composer have a duty to specify every note, dynarnic,
articulation and then demand an equivalent degree of
accuracy and fidelity in the resulting performance?
Should the composer delegate certain roles to specialists
{conductors, drummers, say) who bﬁng new knowledge
and traditions to bear-upon the work? Should they
metrely set musical actions in progress and sit back to
. hear the result? These questions address issues of
autocratic power versus democratic organisation and
individual creative expression: the political stirrings of
the 19605 were not lost on Contemporary composers,
who wrestled with such unphcatmns in the music they
. made. Cornelius Cardew wrote: “Graphic notation is
a perfectly justifigble expansion of normal notation in
cases where the composer has an imprecise conception
.- i conception maybe quite precise as to its overall
characteristics but inaprecise as to the minutiae. For
example, if a composer wants a stiing orchestra to sound
like a shower of sparks, he can interrupt his fivédine
staves and scatter a host of dots in the relevant spaces,
give a rough estimate of the proportion of plucked notes
to harmonics, and ket the players get on with it
The most prolific era for graphic scores was celebrated
by the now out-of-print Notations (1969) edited by Cage
and Alison Knowles, which showed manuscripts by
Louis Andriessen, Franco Donatoni, Ton de Leeww,
Dick Higgins, Anestis Logothetis, Frederic Rzewski
and James Tenney alongside minimal, text-based scraps
by Mauricio Kagel, Allan Kaprow and Yoko Ono,
- conventional sketch scores by Leonard Bernstein and
Gunther Schuller and a decorated lyric sheet for The
" 'Wordby The Beatles. Notations, which also contains
composers' Tesponses to a questionnaire about the

-subject matter, is a typographical cnnosuy:(the text ao

-+ was edited and set using chance operations, so that

Jow definition that any sélf—respecting computer would

letter size, weight and font change in mid- word.

Perhaps the greatest graphic score to emerge from -
this time was Cardew’s Trzatise(1963-67) a monumerntal
work that continues to inspire musicians ~ improvisers,
electronic soundsmiths, even ps—to turn his
inscrutable marks into sound. Treatise is beauntifally
made, baffling and rg3 papes long. “The whole piece
is a critique of notation,” says John Tilbury, 2 colleague
of Cardew’s in the legendary group amm. “The most
profound aspect of the piece... I the way it makes
people think, It's a very precise score, but sometimes
precision in notation results in an imprecise sound.”

Roberto Gerhard wrote: “Notation's ambiguities are
its saving grace. Fundamentally, notation is a serviceable 2
device forcoping with imponderables. Precision jsnever §
of the essence in creative work. Subliminal man (the realy
creative boss) gets along famously with material of such

HEW YORK, REPRODUCED 8Y PERMISSION OF PETERS ERITIGN LTD, LONDOR

ETERS

have to reject it as unprogrammable.”

Composer johr: Woolrich comments: “There is no
clear dividing line between standard notation and
graphic scores — there are always thingsin notation
that are indeterminate — you might specify the notes,
but not the instrument or the acoustic, for example.

“Unless you're Brian Ferneyhough (and you think
you can notate everything), notation is to do with hints
rather than absolute instruction. You are trying to
convey the big image.”

D 1962 BY LR P
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. 17, Stipsody, 1956, by singet Cathy

Beriorian, the dedicatee of Cage's
Atz The corfc-hook images were
the work of Biastrator Roberto
Zamarhs. This score provides a
postmufenist contrast te the work
of Berberkn's hushand Luclano
Berio,a mere ferociously Modennist
composer. The plece bas heen
champloned by several other
contemporary singers since
Berberkan's death In 1983,
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Tieatise, which is purely graphic, containing no clues
or explanations for the performex(s), may have marked
the end of an era. In the 19705 the graphic score activity
subsided and Cardew made several dramatic, politically
inspired repudiations of the notion, and began writing
simnple, Maoist songs “for the workers™. Cage moved
further into the visual realm, discovering a new
vocation in fine art print-making, while his scores
became more graphically simple. And many composers
rejected graphic scores along with other youthful
excesses such as taking drugs or wearing flowered shirts.

PHONOGRA?HIC DESIGN

Yet the visual exciternent remaing seductwe for later
genezations of composers and performers, some of
whom are prepared to interpret the work with far more
enthusiasm and creativity than their counterparts of the
previous generation. The Brood, a loose ensemble based
around Susan Stenger’s Band of Susans, Scanner and
Sonic Boom, with members of Wire, Flagtica and the

' 30 EYE 26/97
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14-36. Steres bearing the
Immediately recognisable
calligraphy of Jokn Gage,

14, The opening notes froms the
scate to 433" the “silent plece”,
Cage’s most notorious (and possibly
the muost widely performed and
-recerded) samposition,

15, Bne of the ten sheeds that make
the poster score of Waler Music,
1960, for a planist, “usiry akso a
radls, whisties, water containers,a
deck of cards, a wooden stick and
objects for preparing a plany™,
Enpessitdy accurate time markings ~
4,5825 mitnutes, for example - are
trequent features of Cage’s seores.
16, Arlz, 1960, for solp valce {any
range} ean ke performed alonie or

. with Fontana Mix or parts of the
Congert for piano and erchesira,
The fext uses Armenian, Russian,
Halian, French antd English werds.
The thick brushstrokes that indicate
tie piteh and duration of the writlen
phyases are In colour: Cage Invites
the performer to equale cach
colour with a different style of
singing, In Cathy Barbarian's -
version for the first performance,
dark blue = jazz, green = folk and
purple = Mariene Dietrich,

45573 'S
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‘Scapegoats, recently performed scores by Cage, Wolff

and Phil Niblock at London’s South Bank. “We rehearsed
quite a Jot to sort out the language,” said the Scapegoats’
Texry Edwards, “It helped a lot that Susan had worked
with the composers in the past.”

Neil Ardley’s Charade for the Bard (1974) used a simple
graphic kanguage for a practical purpose - to organise
a piece for jazz improvisers at very shoxt notice. john
White’s machine pieces (including the notorious
Drvinking and Hooting Machine (1969), which requires
the musicians to drink each other under the table) are
still published and performed while Geopge Crumb’s
graphic, spacious Ancient Voices of Children (1970 has
acquired the status of a conternporary classic. The
work’s largeformat svore looks and sounds equally
tich, strange and beautiful.

“The look of the score is not irrelevant,” says Howard
Skempton, whose hand-drawn scores are famous for
their stripped-down elegance. “4 score has a life of its
ows its look has a ot to do with the power of the plece.

" WhenIlook at a Classical score (Mozart, Beethoven and

50 on) you can't actuatly see at a glance why it works.

If you look at a Modernist postwar score by Boulez ox
1igeti, say, you get a much clearer idea of what it sounds
1ike. Graphic scores tum this around.

“It might have something to do with the
Constructivist aesthetic of the 19505 — the scores by
Bussotti and Stockhausen look stunning in their own
tight. And when Ilook at Morton Feldman pieces from
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21. Belfe, banne, ¢ 1400, by Baude
Cordlena heart-shaped fove song
from the courk of Avignon,

22, A page from “Menochond”,

Part X of Zeltgelst, 1957, for two
amplified planos by George Crumb,
23, A fragment of Linity Capsule,
1975, for sobo flute by Brian
Ferneyhouyh, Every pote and sound
is notated with great precision,

24, (appostte) Anclent Velzes of
Chitdren, 1970, by Gaorge Crumb, ,
The “Danice of the savred Tfe-tycle”,
from this sequinte of Lorcs
settings, containg a fiteral cyele

of notes while the repetitive drum
part, ks notated more minlmaily,

Jan Befsactant, who sang in the first
recording, wrofe that “in the case of
Gaorge's works, the page is always
lorious o took at, 1 is Intended to
excite and stimulate”

scores at the Workfortheeyetodo gallery inLondon, |
a conterporary dance “score” by Bruce Gilbert was .
a sketch, a blueprint for the recording process with
comments, shapes and shadings that organised the
composer's creative thoughts within a time line
specified by the choreographer. As a score, it spoke

in a hybrid language of Gilbert'’s making,

Graphic scores have increasing importance in
education. Tom Deveson, advisory teacher for music at
Southwark Education in London, says: “Graphic scores
‘manage the trick of being free, and fun, yet precise.
Aclass of kids of mixed abilities soon agree what aved
line or a green squiggle means, and by theend of the
lesson they have made a piece out of it. Children Jove to
sort ozt the rules and then follow them conscientiously.”

“Cardew said something interesting,” recalls
composer Howard Skempton., “Graphic scores are
designed for people who have avoided a musical
education but somehow acquired z visual edvcation.” -

FADING MANUSCRIPTS -
Frank Zappa warned against the fetishisation of musical
scores by pointing out that “you don't eat fhe recipe”.
In some senses, the postwar avant-garde’s obsession.
with graphic notation is a critical commentary on the
redundant conventions of Buropean art music. Yet,
although such graphic excesses may have Little lasting
impact on “serious” music itself ~ Cardew repudiated
such “squiggly lines” as bourgeots nonsense before his
death in 1981 — they enrich the culture, and continue to
reverberate in electronic studios, where a few scribbles
can be more expressive, or accurate, than conventional
note-heads, sharps and flats, The functional use of

" graphic scores as ai aid to undérstanding (in education
ot entertainment) o1 s a way of communication
between people without formal musical training (s
and engineers, for example) is still in its infancy.

Graphic scores have an aesthetic immediacy

that music can never have - the instant visuality of
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Foaps] fon b T TR e il T s from the tyranny of time. In the digital domain, music
[ L ‘ p i N : has acquired some visual attributes, At ong extreme
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e s we have the short, retriggered samples from which

M SR oz tt g A
= d

i much commercial music is constructed; at the other,
w3 S e ik Hﬁ T — =R the on-screen analysis provided by a sound editing
# QW‘@L, R ! wg;i ¥ liﬁﬁ;ﬁ_& program such as ProTools, which can zoom out from
iﬁz_—;zg-xﬂﬁm z o 1 the dynamic shape of a symphony, a pop album
PRl or a drumdn’bass opus to turn 8o minutes of music
: s into a single image.
P o T{- : g is @b t ﬁ ‘ Like the “Bye music” of shxteenth-century fratian
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S avanished era, fading manuscripts with Hitle meaning
to present-day musicians, But the seductive complexity
B : E of work by Cardew and Bussotti continues to fascinate
both musicians and non-musicians, and recent work
by Phillips and Skempton shows the resilience of such
ideas. Each score is 2 chest of treasures that canbe

~ unlocked by performers and interpreters not yet born,
B ' ‘ a code or puzzle to be solved in time. &
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PROCESS NOTATION

MODULATION SIGNS [varistion within given field) ‘ -sxamples

N . rapld random Infratuett
. E favdom disjunct movsment between m‘k-? = dlalunct piteh -0-—-;17—1‘—;-!‘ M"'é Eg. diagunet ™
slements ( a,b,¢) In boxes, or - movements 4 gy Ty be EE randoh . A

I{
Yolwaon speoifiod Hmlts {sco holow) a/'l"* \A within Ihe \A tempe~changen o,
. rango ghown. batween valses glves

o madium-fast Lo medium-fagy ’
vandom contlowous {f.e, WITHOUT 3 coutlwusus . Jin ocontinuous e F L
DISCONTINUETY) betwann olomants ploh-movamank, :E Sﬁ : tampo- 4
W & duos changes

¢ (8,2, ) In boxes, or bebwaan . (eliding) e .
specitied Hmita {see below) within magw within nrwomnmerSe
- : N ahown : ritige Ahown
. ' USOMETHING LIKE THIS" perfovm somathing & olose na poaslble to
cholcs altornntes botweon the 2 boxes (2 and by whatples i tha ;T:okalg pad
b . b
et o i
LD - botwagn Hhe E Ao, with rare B S lmilaxty, but with ] atmilagly, but with T exerclae maximem
spacitled limits. vottures sbova the mre vonturcs below rare venlures E virioty of oholos
.. ® &b _,| b epper EHmit b e fower lhmit b outelde tho glven witkin the givee Feld
K . R Hmity
. 7 B M ]
printoipal normel lase commen : i rare ebaopt
conntituent conptithent coustituent : aonatituont aonntituant
] . ! o
Lo e
0o : ;
READING NESTED BOXER: always Toad the oulormost boxea ([rut, pnssing graduslly to ths Innermost boxes,
B4 Thun, (0 the qxample ghown(ljchoose Allornately from bokes » and b (lijin choosing from box o yow may
seloct sh eloment from box 1 or an slomant frnm box 2 or an element from box 3 (i) mn plement frons
Dh hox 8 conslsts of & sound which la o dulaling hob the 9 valwa lo the Hnlost boxes,
spocinl “ tmplles cholce botween v woT | a o tplios the whele leld AND ROT
rosta of tha duratlons the use, ol of mowh shaped voeal marely the use
convantiona - [E given In the 2 amali boxea foxmatag { m v {ormants of the B vowols written

in tho ubove, snd Hoccoedlng deflnltions, the term "RANDON" |5 :ncam to tmply i o non-repeating sguvemced. Thug Immodinte repatitions of sn olemant
of rapetitlons of & ast o pattern of elomonty should be svolded, and tho whole avaliable flold of posslbliities called wpon, where feasible,

TRANSFORMATION SIGNS [change in parameters through time] ' examplos
| (i.e, WITHOUT DIBCOHTINUITY?'H‘) L&, oontinuous plich-movement .

H > between tha valuas fndiosled ak the start of the arrow L..'T...:I}E = pertameblo) from the lowor to the |
#nd those ndicated In the widdla of &t the ond, over [ T ALt — Bighor pitoh, over the entire duration
the entire duxetlon ludloated. Indfeated,

r Indlvect contl {witkout 41 ] (H) Lo, indirect movemont of pltok
befivoen the vaives indivatod ot the slert of the arvow gmg m without digcottinulty (portamento)
and thuse indicated In the middio or ab the ond, aver PR A startlag from the iower plteh sbd
the subire duration [ndiosted. moving, on averuge, lowarde the

vhper pitoh, ending on lhae latsr,

mdlvect dlejunol movement betwwan, . séo,abe, - (P""‘h} f.a, Indlrsct dlsjunct movomest
w ; m—j [;Ea.-.c--E-'.f.frfff from ona pilch o another, staxiing
sy =

K.B, IN AL 3 CASES, vakios In the middle of Mm,._._.,. &t the lowsr plich and moving on

BrFowe are mesat to bo Inlermedinte butwesn those ’ wverage lowards the upper plich,
At the start and end of the mrTow. © endlag on tha lntter
!:-—__:? 4 READING NEBTED ARROWS: large arvows eomalniag many othot nlemenla {potyibly othey arrows) waually
valer to 4 chango in the overall loxturs of the Gound , a8 d by et in the “exture™

t:in:
v Indicaton, 2 trangition, WITHOUT BIATUS
T (0o dlogentinglly) botwoea differont evonts
' y

instructfons. Axvows within thls Iarger arrow refer to chn.ngus In the constituents of the texture. Artows
may thus be nesled, Hke boxea .

{o.g. ot changas In typs of notatfon)

Indioates o new conatltueht ontoring o (\D RO HIATUB balweod the 2 muslenl
taxtuxe, during e transformation, clamnnds thus lakod

e ——— indleatay continaimy anpliention of pravious Distructions {to transformation taklng place kn mlmslztumt rafered to}

Figure 5.3 Process notation (from Introduction to Tuba Mirum).




