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The publicaticon of music in antbologies has & great mmber of advantages
o both composers m mauomm alikm In ﬂartain :‘sasea, }zawmr, the

seversly l:lmit&ig fﬁtﬁ_a is zmt iﬁmi%abla* <:}f cemrse, as is shoun Wy Gavin
Bryars® Zhe Sowizrel snd the Rigketiy-Backetty Bridge

(cne performer;., Aj"ahﬂu@ sp@ilt mmt by the exeasa_?ely long and eomplex
instructions, and In gpite of the difficulity of "hearing' the notation, which
is in mumber groups, indicsiing strings and fyets, it appears to be the moal
magicsl plece in the esllection., The technique required to play two guitars
pimultsneously is not too sonaidersble: all one needs is a suve finger
teshnigue with both hands,

The atiraction of the other gieges 1n the anthelogy is begimming to lose its
novaity. They are veally only werlations on & thems and one feels that an
sudience would not benefit from more than 2 single heaying of sach, after
vhich the yepetiiive processss inwolved become smewbat uninteresting,
Variety from plecs to plece is, somsuhai ineviitably, minimal (meiniy one of
m*:mwta'ai{m). and the detsgiled explovetion of wnending eombinstions of
aimilar rhythnlc materisis by measuved inlervals remairis the sane,

Hugh Sheepnel’s Bells utilises a space-time notation and & limited gamut of
“witahed metsl varcuasion insiruments capable of playing the scale of

C major (in any ootaws)®, The affect of the plees relies heavily on the
sororous nature of the percussicn inetmuments, and the mesmerdie {or horl.ns?)
effect is aided by the restyiction that esch instrument plays one eighb-note
figare over and over throughout the performance. In Rgindrops (from the
Seratch inthelegr) Shrapnel presents the same five notes - 4, B, D, B, ¢ -
535 tm?ﬁ in different combinations (it is not necessary to play gll the
m&pﬁo +

Michael Parsons® Fhythm Sty 4o P
M&m azplazs g;vadual}.y changing ﬁmms ovar e:tmda& paﬁaaa of time.
En the Jorateh A Ei:LL ﬁabbet“:; _1 soe for Planoa

Exarcise for Peyonsgioniats hy Ghristopher Hobbe is well-enginesred, and should
work well in performance, provided that the lengbhs of each mection (there are
three) can be kept short, The effect of the score is cumilative, graduslly
zdding move percussion from the beginaning of esch section, The mmber of
ployers (and therofore much of the effect of the plece) is veriskle, Parts




30
are provided for subsidiary players.

The Scratch Anthology contains one piece by Howard Skempton which
crystalises much of the content of the Rhythmic Anthology, Drum No, 1:

Any number of drums

Introduction of pulse

Continuation of pulse

Deviation through emphasis, decoration, contradiction.

The content of many of the Scratch pieces lives up to the humorous reputation
which they have attained, Jokes and games in musical, and often non-musical,
form are frequent: The Balkan Sobranie Smoking Mixture (Greg Bright),

Drinking and Hooting Machine (John White), Purposeless Work 1 (Philip Dadson).
The individualistic bias of much Scratch music - as Cardew mentions in the
book called Scratch Music (London 1972) - "Doing your own thing in a public
entertainment context, and the resulting alienation" - defines it as a
personal reaction to one's own environment; it camnot become a collective
audience experience because of the essential privacy of the content of so
many of the pieces. Consider Howard Skempton's For Strings:

Waves
Shingle
Seagulls

or Chris Robbins' Pocket Musgic II:

Empty the contents of your pockets onto a drum. Rearrange these contents
into various shapes and patterns. Replace objects in pockets.

Aptly enough, grouped together at the end of the anthology are Michael wvon
Biel's World 2, Rzewski's Les Moutons de Panurge and Cardew's Schooltime
Special, the lagt of which I would chose as the best piece in the collection.
These three pieces reflect their composers' interest in working with untrained
musicians and also a kind of 'conditional' music-making; the performer must
overcome one hurdle before proceeding to the next. Schooltime Special is the
most thought-provoking: it has four sections, each of which consists of a
number of questions and possible answers. Cardew clearly and logically
induces all but the most stubborn of performers to make a sound (section A),
to alter that sound in response to itself (section B), to relate the sound

to his physical and emotional self (section C) and finally, having become
one with the sound, to integrate with the social environment which the piece
has created. In short, a lesson in how to get on with other people.

MELVYN POORE
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