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anyhow, noise.

BO U T the closest thing to a monopoly
in the field.of music is exercised by a quiet,
noncommittal, and uneccentric pianist named
David Tudor who plays what probably is the
noisiest, brashest, and most eccentric music composed today. This young man's habitat is not
normally Carnegie Hall or Town Hall. Rather
it is the Living Theatre, or Carl Fischer Concert
Hall, or the Carnegie Recital Hall, or any small
auditorium (usually in New York) in which the
faithful will not rattle like a handful of pebbles
in a barrel. There, to the astonishment and admiration of his audience, Tudor can be found
more or less simultaneously hitting a keyboard,
manipulating one of several tape recorders, standing up to lean into the piano and sweep its
strings, kneeling down to lean under the piano
and rap its sounding board, swiveling around to
blow a whistle or a kazoo, or at times merely looking intently, with frozen immobility, at the keyboard for four minutes or so.
Tudor is the world's outstanding piano specialist in music so arcane and rarefied that it
leaves all other contemporary tonal manifestations far behind. In fact it may even leave music
far behind. It is music of randomness and silences. To most listeners it is a haphazard series
of single disconnected sounds: a ping ill the high
treble of the piano, followed a few moments later
by a plunk in the bass, interspersed with the unearthly chuckle of a tape recorder. It is the music
of John Cage, of Morton Feldman, of Christian
Wolff, Earle Brown, Karlheinz Stockhausen,
Pierre Boulez, Sylvana Bussotti, and several other
experimentalists. More and more this music
continues to be talked about and written about,
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No. 1 virtuoso of a new kind of

David Tudor has made himself the

Six squares of transparent material, one having points of four sizes. The 13 very small
ones are single sounds; the 7 small but larger
ones are 2 sounds; the 3 of greater size are 3
sounds; the four largest 4 or more sounds.
Pluralities are played together as "constella-

reducing some commentators to incoherent rage,
others to equally incoherent praise.
Tudor himself, a black-bespectacled, mediumsized, fairly stocky man with black hair that is
beginning to get gray, takes these manifestations
mildly. He has never aimed at a popular success,
has never tried to promote himself, and has never
even made a formal New York debut. "What's
the sense>" he asks. "With my kind of repertoire,
people wouldn't come. It is much better to have
a small hall and an interested public." He is
perfectly content to remain, here and in Europe,
the protagonist for his chosen school; and the
stranger the music, the more content he is.
Very little of the music he is called on to interpret is written in standard notation. Cage
once wrote a piece for him called 4'33"-a work
of silences, in which the pianist merely looks at
the keyboard, a stop watch in his hand. The end
of the first movement is signified when the piano
lid is put down; ditto the other movements.
Tudor is fairly ecstatic over this piece. "Don't
you think it's silly?" he was once asked. He
doesn't think it silly at all. "It is," he says, "one
of the most intense listening experiences one
can have. You really listen. You're hearing
everything there is. Audience noises playa part
in it. It is cathartic-four minutes and thirtythree seconds of meditation, in effect."
Cage, says Tudor, calls this process "ear-cleaning." This piece is not very hard to play. (Henry
Cowell, the veteran American avant-gardist,
is dying to compose a set of variations on a
theme by John Cage, the theme, of course, being
4'33".) Cage has posed much tougher problems.
Here is a set of directions, prefacing his Variations, that Tudor has had to work out and execute:
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TWAS that performance that first attracted
attention to Tudor. He had come to New
York from Philadelphia (he was born there on
January 20, 1926), where he had been an organist.
In 1947 he settled in New York and concentrated
on accompanying modern dance groups. Two
years later Cage was introduced to him by
Morton Feldman. Cage had just returned from
Paris with the manuscript of the Boulez sonata
and was looking around for somebody to play it.
The Boulez is twelve-tone, inordinately difficult,
completely dissonant, with great clusters of notes
proliferating over the staves like a briar patch
gone insane. Tudor expressed interest, and Cage
lent the music to him.
A few months passed. Then Cage learned that
Tudor had spent the entire summer with the
sonata. He had mastered it, memorized it, and
he had studied French so that he could read
Boulez' articles in various publications. Cage
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Tudor spends hours and hours realizing (that
is, transcribing into usable-to him-notation)
instructions like this, entering the results in a
small music notebook. He cannot say that the
composer doesn't give him leeway. Cage, along
:with many composers who write in his style, does
Inot care how many instruments are used, what
combination of instruments is used, what part
of a composition is used, and how long or how
.short the part that is used is going to take the
performer to play. But Tudor is meticulous in
observing the instructions of the composer, no
matter how complicated they may be. Sometimes
they are complicated indeed, and the realization
may come out in a manner that would appear
impossible of execution. The irony is that no.body, least of all the composer, would know if
Tudor were simplifying. But no matter how the
notes fall, he plays them, and many consider
him one of the great keyboard technicians of
the present day. His performance of the Boulez
Sonata No.2 is still discussed in hushed tones.

tions." In using pluralities, an equal number
of the 5 other squares (having 5 lines each) are
to be used for determinations, or equal number
of positions, each square having 4. The 5
lines are: lowest frequency, simplest overtone
structure, greatest amplitude, least duration,
and earliest occurrence within a decided-upon
time. Perpendiculars from points to lines give
distances to be measured or simply observed.
Any number of performers, any kind and
number of instruments.
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Harold C. Schonberg was recently appointed
chief music critic of the "New York Times." He
has written books on chamber music and on Chopin
and Schumann. During Wodd War II, he served as
a first lieutenant with glider and parachute troops
of the First Allied Airborne Army.

was impressed and so was everybody else. In
1950 Tudor gave the first American performance.
"I was there," Henry Cowell recalls. "I had the
score, and he played it with fantastic accuracy.
I couldn't think of a living pianist who could
have done it." Soon after, Tudor became a regular member of the Cage-Feldman-Wolff group.
He had always been fascinated with avantgarde music.' His teacher in Philadelphia was
Irma Wolpe, and she remembers that he always
swooned over new sounds and new ways of composition. "He had a mind that only the most
challenging things could stimulate," she says. "If
he had been interested in Bach he could have
been another Glenn Gould. As a student he was
methodical and systematic. Even at the, age of
seventeen he had an extraordinary library. What·
ever he looked into, he looked into thoroughly.
When he played Bach he studied ornamentation,
fugue, construction. When he used to work on
standard repertoire he was interested only in the
big, difficult, complicated things, things like
Liszt's Transcendental Etudes, Bach's Goldberg
Variations, Beethoven's Diabelli and the Hammerklavier. He also is a fabulous reader."
Tudor's ability to read at sight is almost
legendary. Cowell, one of Tudor's great admirers, says that the young pianist read off his
music without any trouble, "with all four arms
going at once, including taking care of the tone
clusters." Tone clusters, popularized by -Cowell
in the 1920s but used previously by Ives, are
simultaneous groups of notes played by the fist,
palm of the hand or entire forearm. "It was
phenomenal," Cowell says. "Usually it takes
pianists months to work some of my music out.
Tudor went through it at sight." His former
composition teacher, Stefan Wolpe, says that
Tudor can read "with the speed of light." Tudor,
even though he seldom practices anything that
by the wildest stretch of the imagination could
be conceived as traditional music-Webern is
a dated relic in his circle-has kept up his reading
ability. Not long ago, while talking about Louis
Moreau Gottschalk, the Civil War composer, he
pulled out a great pile of Gottschalk's music and,
continuing to talk, ran through piece after piece
without missing a note,
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RANDOM?

Dots, placed at random, represent single sounds.
These dots are read off in relationship to the five
lines, representing (F) frequency, (D) duration, (S)
overtone structure or timbre, (A) amplitude, and (0)
occurrence within a given time, or succession, To
realize this score, perpendiculars are dropped from
the points to the lines (or extensions of the lines).
Having obtained these measurements, the pianist must
decide how to interpret them. Perpendiculars to line
(0), for example, determine the succession of the
notes.

Score far BB by John Cage: from Concert for
Piano and Orchestra

UCH has been spoken of the analogy
between random, or indeterminate, music
and Heisenberg's Theory of Uncertainty. Because much of the experimental music deals with
chance-Cage would evolve a composition using
a Tarot deck; or a composer may work up something by spattering dots on paper at ranrlomthere is a strong feeling in some circles that
these composers are deliberately making use of
arcane scientific principles that have to do with
the theory of numbers or what have you. A
voluble composer like Stockhausen, for example,
spouts talk of mathematics and physics.
But other composers who have had a strong
background in pure mathematics-there
are not
too many of them-think that Stockhausen is a
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As the unsurpassed keyboard executant of the
new music, Tudor is in constant demand on
two continents. He makes appearances all over
America, and since 1954 he has participated in
European avant-garde festivals. At first he included "classic" works like the Boulez sonata in
his programs, but now the demand for his special
services is such that he plays only experimental
music. Composers all over the world are writing
scores expressly for him. He has no manager,
nor has he ever had one. He makes what he calls
"a decent living." It is safe to say, though, that
his bank account has not swelled to unmanageable proportions. Tudor is not especially concerned. "My requirements," he says, "are not
too great."
Swirling around him and his school is a furious
melange with components that include modern
art, mysticism, Zen Buddhism, higher mathematics, polemics, and a type of musical aesthetics
that surpasseth man's imagination.
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scientific infant. "Phony" is the kindest word
they use about him. Milton Babbitt, the twelvetone composer of Princeton, grins a great grin
when he hears talk about music of indeterminacy
associated with Heisenberg.
"What they term 'total organization' usually
is, from the strictly mathematical point of view,
random," he says. "And what they term 'random'
cannot be random unless the performer happens
to be a random machine. Strictly speaking,
randomness means zero redundancy. In music
that would mean that one event is as likely or as
unlikely as any other. Then what happens to
organization? To large-scale musical structure?"
Both Cage and Feldman, however, deny that
they have any higher mathematics in mind. Cage
has never read Heisenberg. Feldman, who
started working in random music before Cage
or possibly anybody else (though Charles Ives
in some of his music has given the performer
various alternate choices of procedure; and the
electronic and percussion experiments of Edgard
Varese have exercised a great influence on music
. of indeterminacy), laughs out loud at Heisenberg
and indeterminacy.
"Phooey!" he says. "If you want me to be
honest, I'll tell you that we've ridden along with
it. People want to talk indeterminacy, random
selection, O.K. They're happy, we're happy. But
when we sit clown to compose we sit down and
work all day. We know what we're doing. If
we introduce random elements we introduce
them quite calculatingly. Another five, ten years,
all will fall into place. Cage and myself-people
will say: 'Those guys didn't take any chances, for
crying out loud. They knew how they were organizing their music.' Hell, don't you think Jackson Pollock knew exactly where his paint was
going to dribble? Do you think it was just luck,
or random, with him?"
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The construction is essentially a circle, having notes
at different points. The pianist can begin at any
point. The circle goes through. areas of noises, A, 0,
and I. The area 1 consists of notes played inside
the piano, or on its [rame 01' sounding board: The
area
consists of noises made on the exterior Of the
piano, such as rapping the [ram e. The area A consists
Of accessory sounds, such as percussion, tape recorders, whistles, tin pans-anything.
The numerals 50:44
indicate the proportions. Stm'ling from one direction,
50 notes are played wi til one hand. At the same time
44 notes are jJla)'ed in the opoosite direction by the
other hand. The actual tones nota.ted on the sCOTeare
1)lr'1'ed. This piece can take a.ny length of time-from
15-20 seconds to 15 minutes or 3 hours. But the same
proportions are always observed.

Score [or BK 50:44 by John Cage: from Concert
for Piano and Orchestra

Feldman says that if there is one major influence in his music, it comes from the world
of non-objective painting. "That's what started
me off-the company 1 kept. Pollock, Kline, de
Kooning. I'm an expressionist, actually. ] try
to paint with tones." Cage too is a close friend
of many of the important abstract expressionists.
The audience at a Feldman or Cage concert consists overwhelmingly of avant-garde painters and
writers, Surprisingly few musicians are present.
Feldman's method of painting in tones has
been to write a sort of sub-atomic schematic of
pinpoint tones that would be pointillistic if
\ grouped together. But those tones occur at fairly
wide-spaced intervals. Rhythm, he says with
satisfaction, is "pulverized." Normally he graphs
his music instead of notating it, leaving it up to
the performer to translate. He doesn't even
bother to work with Tudor. He gives him the
music and the instructions. "Then I go to the
concert and hear a miracle. This kind of music
is more than merely a specialty of Tudor's. In
some ways he's entirely responsible for it. Meeting David enabled me to hear and see possibilities
I never dreamed of. I'm sure that's true for Cage
too."
While Feldman works with what he considers
highly controlled means, Cage can be more improvisatory. "I think in terms of wha t's practical,
not what's impossible," Feldman says. ".John
is the visionary-philosopher." It was Cage who
was responsible for the prepared piano-a piano
whose tone is modified by sticking screws, bolts,
wood, bits of rubber and other materials into the
strings. Cage doesn't like the term "random
music." He prefers "indeterminate." The performer, it is true, may have almost an infinity
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of choice, but once he makes the choice he has to
work on a rigid set of principles. So says Cage.
But where Feldman's music comes out pretty
much the same every time, Cage's will vary wildly.
He allows the performers such latitude that the
same performance twice running in such a work
as the Concert tor Piano and Orchestra would
be inconceivable, This, to some observers, is
nothing else but Dada. The charge does not
bother Cage.
"Virgil Thomson once said to me," says Cage,
"that Dada was one of the strongest intellectual
forces of the twentieth century. I'm pleased. If
Dada is meant to mean a silly sort of nose-thumbing, I don't agree. But as I understand Dada,
it is anything that breaks away from the Academy, moving out into the unknown. That is my
necessity, my conviction: moving out into the
unknown." He carries the battle right to his
enemies by making a virtue out of the very
thing they accuse him of lacking. "Most musicians can't hear sounds," he maintains. "They
hear only relationships of sounds." To Cage,
"relationships" is a naughty word. To most
musicians it is the alpha and omega of music.
.John Cage wants to reassess all the boundaries of the musical art. He hates boundaries;
would like to abolish them; thinks that his ideas
may end up in a sort of musical theosophy. (Zen
strongly interests him.) He quotes with approval
J ung's statement that "the axioms of causality
are being shaken to their foundations: we know
now that what we term natural laws are merely
statistical truths." And why is it wrong, he asks,
to abdicate to the performer? "The composer
resembles the maker of a camera who allows
someone else to take the picture." Once Cage
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This work is completely written out. It is to be
played on the top of the keys, tapped by the nails or
by the flesh at the fingertips. The keys are never to
be depressed on purpose.
The lines are not staff
lines but represent the actual movement ot the fingers.

Vb) by Sylvana Bussotti: from Piano Pieces
for David Tudor
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The letter "U" indicates that the fingernail is to be
used; the letters "MD" mean right hand. The first
piece is to take 30 seconds to play; the second, 15
seconds; the third, 45 seconds. The scrawl at the
lower right indicates a glissando on the strings inside
the piano, ending with a plucked G-sharp, A, and
B-flat. A few notes in which the keys are supposed
to be depressed are notated in black.
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it up in order to avoid the monotony of multiple
serialism and electronic music." Thomson holds
that all of the indeterminates are pupils of
Schoenberg, directly or indirectly, and that they
are applying the principle of the tone row to
other elements-to heights of sound, duration,
dynamics, timbre. "It's like wallpaper," he says.
"You can use a little or a lot, according to your
purpose. Or you can start in the middle. It
makes no difference. None of Cage's music has a
beginning, a middle, or an end. All you can do
is agree to follow his non-symmetrical permutations. I find the music jolly and pleasing, and it
has a special climate of its own that I like."
Thomson thinks that this kind of music will be
chiefly used as an applied art, such as accompanimen ts to films.
Tudor himself appears singularly uninterested
in all the controversy. Most people consider
him a strange character. Words used to describe
him are "enigmatic," "mystical," "an enigma,"
"shy," "not shy but wrapped up in himself,"
"permanently concentrated." On stage he goes
about his business .with a poker face, no matter
how wildly his fingers are flying, no matter where
he may be located physically (inside the piano,
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finishes a score he lets the performer work it out
any way he pleases; and if what comes out may
be entirely different from his original concept,
that's all right with him. There is nothing invigorating, he says, about "a situation where you
know precisely what is right and what is wrong."
Cage, Feldman, and the others feel, along with
Tudor, that the public is becoming more and
more receptive to music of indeterminacy. Some
of this may be wishful thinking. When Cage's
retrospective concert was given at Town Hall on
May 15, 1958, there was a good-sized demonstration-whistles, catcalls-in the balcony. (Those
interested can hear the entire concert, demonstration and all. A three-disc album, recorded
at the event, has been issued by George Avakian,
Box 374, Radio City Station, New York 19, N.Y.)
Even among the faithful there are occasional
titters at a particularly outre idea, such as the
concert where Cage had a bunch of differently
tuned radios playing at once.
Yet some respected critics, notably Virgil
Thomson and Alfred Frankenstein, have startled
the public by taking the music seriously.
"There's nothing wrong with any of it as far
as I can figure out," Thomson says. "Cage took
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IN C E 1954 Tudor has been living at
Stony Point, near Haverstraw, New York,
in a co-operative named Gate Hill. This co-op,
adjoining Harriman State Park, was founded by
Paul Will iams, the archi teet, who purchased
the property and built houses for most of the

S

JUMPS

say). On the rare occasions he smiles, the extreme
corners of his lips turn up literally at right
angles. It is a very mysterious, inner smile.
People who have heard him in action in all
kinds of music say that he handles the standard
repertoire with flair. He has in his time played
through virtually' everything, hut these days the
effort involved in preparing for concert the awesome complexities of the new music leaves him
no time to practice the orthodox literature. New
scores contain so many variable components that
he ends up almost composing them himself. He
has to, for the composers leave him so many
choices that he must select the one that appeals
to him and follow it through to the end. Having
defined the general areas, he goes on to decide
how long the piece must be, whether or not to
use other instruments, determine the limits of
the parameters, read all the dots and lines, and
then write out a score for them. He feels that
if he decides on a plan of action and sticks to
it, he remains a performer and not an improviser.
His tastes in music aside from his special field
are quite broad. He likes things with "clear contours and clear colors:' Two of his passions are
near-forgotten composers of the nineteenth century, Gottschalk and Alkan. Charles Henri
Valentin Alkan was a pianist-composer of the
middle nineteenth century who wrote a remarkable series of transcendental studies, it la Liszt,
that deserve revival. Egan Petri used to play his
music, but it has not been heard for many years.
Rather surprising is Tudor's interest in Gottschalk, for Gottschalk was in many respects a
salon composer. He did, however, write music
(in the two decades preceding the Civil War)
inspired by Negro, Creole, and South American
tunes, and can be considered America's first
nationalist.
Gottschalk, too, was probably a
great pianist (he was admired by Chopin and
Berlioz, and created a furor in Europe), and his
music has some extraordinary
pianistic figurations, far in advanre of nearly anything composed
at the time. Tudor, who has been collecting for
years, has a splendid library of both composers,
and he would not be averse to recording them.
What a switch that would make!
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eight families currently residing there. (Cage is
one of the residents.) Tudor's home is an old
farmhouse that origina lly was on the property.
His wife, Mary Caroline Richards, to whom he
was married in 1951, tea~hes English at City
College. They have no children. Three cats, each
about the size of a young lion, roam around the
house.
For relaxation Tudor likes to cook. He is a
specialist in Oriental food, and people from all
over the world keep sending him spices and
vegetable preparations.
This involves a great
deal of hand grinding, and he has a variety of
implements. "I can make a meal out of practically nothing," he says. "One potato and one
tomato, and r can feed four people. 1 use everything, even the peelings." When he is short of
herbs he walks to the fields and takes a look
around, coming back with mushrooms, dandelions, and other delicacies.
His studio is in an unheated shack a Few hundred yards from his home. It is just about large
enough for a grand piano and a few music
shelves. The piano mayor may not he there,
depending on circumstances. A few months ago
it was away for a good spell, for a German composer had sent Tudor a work in quarter tones,
in which the three strings of each note were to
be tuned to a different pitch. Thus by striking
one key it would be possible to produce a sort
of triad. Tudor could have tuned the piano himself, but he didn't have the time.
Pianistically speaking, Tudor has had to work
out his own methods of practice. All the scales
in the world would not help him with the kind
of music he plays. He has had to evolve exercises dealing with the density of sounds, or with
co-ordination, or with "jumps and things." All
of his exercises are derived from the problems of
a specific piece.
He is serenely confident about the future of
his music. "Of course the future will accept the
Cages and the Feldmans," he says. "I can see it
everywhere. The time has gone when all this
music is misunderstood.
Music of the avantgarde is getting more personal, more individual,
easier to identify for performer and listener.
Everybody's receptivity is constantly being increased. Reproduction
media, television, and
movies have made the new sounds familiar to
everybody. You never hear any fuss any more at
a Webern or Schoenberg concert. In ten years
you won't at a Cage or Feldman concert." Tudor
says this patiently, simply and matter-of-factly,
and he is so convinced of it that one walks away
almost believing him.

The Book on the Bookshelf
Henry Petroski
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