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INTRODUCTION

It is not possible for a conductor to distribute parts for * Autumn 60° among orchestral musicians
and then get up on the rostrum and conduct the piece. The very fact thatl the parts and the score are
identical implies that a higher degree of interest and involvement is demanded of the musicians. They
have to acquaint themselves with the musical principles underlying the work: they have 1o investigale
the range of possibilities opened up by the score. And finally they have to accept the responsibility for
the part they play, for their musical contribution to the piece.

Nobody can be involved with this music in a merely professional capacity. These pieces stand
to one another in a relation of mutual support and enrichment; experience gained from one is of vital
importance in interpreting the others. In practical terms ;. _any musician who has worked on * Autumn
60’ (and no instrument ts excluded from taking part in-fnat piece} is in a position to tackle either part
of * Solo with accompaniment ’; players of harmony instruments can also turn to * Maienal °, while all
four pieces are available to pianists.

Even apart from these practical consideratiams, it seems that these pieces may be ‘read ' and
enjoyed by people who do not play musical instruments. For such people it is of course a matter of
little concern that the four pieces in this bock are for different instrumental groupings. Educated
music lovers buy full scores not only for thie'sake of taking them o concerts and * following with the
music ’, but also for the pleasure of acteally reading the music, of experiencing a kind of imaginary
prototype performance. It is well known that very often there is much more in a score than what
is used tn the production of a sounding performance, much more than what is communicated through
a single performance.

Such speculations have a very specific relevance for the pieces in this volume. The musical
potentialities of * Autumn 60" cannot be fully expioited in a single performance; a glance ai the
example on page 8 shows that the number of possible solutions for even a single beat far exceeds
the number of musicians that can be got together for a performance, and if all the possible solutions
were presented simultaneously the result would in any case be an undiiflerentiated mass of sound.
Thus the criterion of a good performance is not completeness (i.e., perfection), but rather the lucidity
of its incompleteness. Any performance is a kind of documentary relic (more or less revealing) of
the composer’s conception. The music itself on the other hand lies in the score; the score is the
composition, and as such has its own value apart from any parucular interpretation.

Having stated that these notations exist in their own right, are even musically expressive in a
certain sense, it is necessary to retreat from that position again and investigate the eflicacy of the
notations—how poitent and economical is their stimulation of the instrumentalist and hence how well
they are equipped for survival in a developing musical and cultural situation. A balance must be
maintained between cogent explicitness (necessary 10 galvanise the player into action) and sullicient
flexibility (in the symbols and the rules for their interpretation} 10 permit of evolution.

Their best guarantee for survival would be a compleiely self-contained, closed logical system for
each piece. Such systems might be rediscovered even afier a lapse of thousands of years in a stale
of preservation comparable to that of Egyptian mummies. Bul however beautifully preserved they
would nevertheless be dead, their language and meaning forgotten. So these little systems- these
pieces-—are nor self-contained; like seeds, they depend on the surrounding soil for nourishment, they
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are irremovably embedded in their environment, which is the musical situation today. And the
mechanism of growth is built into them: the numbers in ‘ Solo with accompaniment * refer to qualities
that can change with the changeable climate of musical thinking, and obviously objects as yet
uninvented can change the shape of * Memories of you .

But beyond these growth mechanisms, the pieces also need camouflage to protect them from hostile
forces in the early days of their life. One kind of protection is provided by the novelty and unique-
ness of the notations; few musicians will take the trouble to decipher and learn the notations unless they
have a positive interest in performing the works. But a more positive kind of camouflage is needed;
something to persuade the watchful custodians of our musical garden that these tender young emergent
plants bear more resemblance to flowers or vegetables than to weeds. So as seeds, besides containing
a growth mechanism orientated towards the future, they also bear hereditary characteristics linking
them with the past. So it will be found that the pitches given in * Autumn 60 '—and in the nature of
things these pitches will often predominate—are almost pentatonic. And in ‘ Material °, although the
pitches are seldom tonally associated, the rhythmic pulsation and the development of the rubato idea
provide a similar handhold. * Solo with accompaniment ” and * Memories of you ’ are more aggressive,
tougher, simpler in conception and consequently stand in less need of such camouflage. ‘ Memories of
you ’ even dispenses with the tempered scale, except insofar as this is represented symbolically by the
presence of a grand piano.

Cornelius Cardew. January, 1966.
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AUTUMN ’60 FOR ORCHESTRA

The Conductor

Give each of any number of instrumentalists {any instruments) a copy of the score, which becomes his
part.

. Start anywhere, stop anywhere (but tell the musicians where); section A follows section P.

Each beat may be vague or distinct. The interval between beats is up to the conductor, and may
change from beat to beat.

A double barline represents a break in the music. Changes of interpretation may be introduced
at double barlines, but these should be consistent throughout at least one section.

For instance: For one section the conductor may instruct all players to play through the materal
as fast as possible, or in their own good time, in which case he does not conduct but waits for all 0
finish before beginning the next section. For another section he may decide to change the interpretation
of the signs II, III, IV such that after holding {(say) four beats, one continues with the directly
following event in the score instead of skipping three as generally. Or the instrumentation may be
limited for particular sections. Or the conductor may recommend things to the players, perhaps that in
a particular section they should all play the written notes wherever possible, etc.

Der Dirigent

Beliebige Anzahl Instrumentalisten {(mitYeliebigen Instrumenten). Jeder von ihnen erhilt ein Exemplar
der Partitur als Stimme.

Beginne irgendwo, ende irgendwo (aber sage den Musikern wo); auf Abschnitt P folgt Abschnitt A.

Die Taktschlige konnen undeutlich oder bestimmt sein. Der Abstand zwischen den Schiégen
wird vom Dirigenten bestimmt und mag sich von Schlag zu Schlag dndern.

Ein Doppelstrich steht fiir eine Unterbrechung in der Musik. Bei Doppelstrichen diirfen Inter-
pretationsiinderungen eingefiihrt werden, doch muB an ihnen zumindest einen Abschnitt lang
festgehalten werden.

Zum Beispiel : Der Dirigent liBt dic Mustker das Material eines Abschnittes so rasch wie moglich,
oder nach ihrem Gutdiinken spielen. In diesem Fall dirigiert er nicht, sondern wartet bis alle fertig
sind, bevor er den nichsten Abschnitt beginnt. In einem andern Abschnitt michte er die Zeichen
I, TII, IV so interpretiert wissen, daB man, nachdem (angenommen) vier Schldge gehalten wurden, mit
dem unmittelbar drauffolgenden Ereignis weitergeht, anstatt wie sonst drei Schlidge zu itberspringen.
Auch mag die Instrumentation fiir bestimmte Abschnitte begrenzt werden, oder der Dirigent empfichlt
den Musikern z.B. in einem Abschnitt woméglich die geschriebenen Noten zu spielen, u.s.w.

® Copyright 1967 by Universal Edition (London) Ltd., London
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The Musicians

Ignore any two of the indications for any particular beat; if the remaining indications are considered
in any respect mutually exclusive, play nothing. Where there are only two indications, do anything
except what is indicated. Where there is only one indication, observe it (if this is impossible, do

nothing).

A musician is not obliged to make a sound at any point, not even if the given material suggests
or permits one. Musicians who concern themselves in a particular beat may enter on the beat or

anywhere before the next beat.

— The lower stave should be used for writing in whatever one intends to play, or a selection of
the possibilities.

Die Musiker

Bei jedem Schlag sollen irgendzwei Ancaben unberiicksichtigt bleiben; schlieBen die iibrigen Angaben
einander in irgendeiner Hinsicht aus;(so wird nichts gespielt. Wo nur zwei Angaben vorhanden sind,
soll etwas belicbiges gespielt werden ausser diesen zwei Angaben. Wo nur eine Angabe vorhanden ist, soll
sie beriicksichtigt werden (falls das unmdglich ist, wird nichts gespielt).

Auch dort, wo das vorhandene Material einen Klang nahelegt bzw. zulidBt, ist der Musiker nicht
verpflichtet, zu spiclen. Musiker, die sich an einem bestimmten Schlag beteiligen, diirfen auf dem
Schlag einsetzen oder irgendwann vor dem nichsten.

Die untere Notenzeile sollte dazu beniitzt werden, was immer man zu spielen gedenkt oder eine
Auswahl der Moglichkeiten einzutragen.
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The Indications

A note counts as one indication. If played, it should sound as written; if not, it should be avoided
in all registers.

L II, IIT, 1V—hold through one, two, three or four beats.

+ —staccato; attack and cut-off are not heard separately.

—minimal duration where the cut-off is heard separately.

- —medium duration.

>

—long duration, with distinct cut-off.
—maximal duration (hold to extinction, length of a breath, etc.).

—slide upwards, | —downwards, | —either way.

—vibrato.

A
T
i —tremolo, flutter-tonguing, trill, eic.
o™
© —harmonics.

¢

—exaggerated attack (slaptonguing, rebounding pizz, etc.).

f, p.==,=, pizz, mute—all refer as usual.

The name of an instrument or group of instruments counts as one indication.

Die Angaben

Eine Note gilt als eine Angabe. Falls(siz gespielt wird, soll sie klingen wie notiert; falls nicht, soll
sie in allen Oktaven vermieden werdén.

L II, III, 1V-—cinen, zwei, drei oder vier Schlige lang aushalten.

. —staccato; Anschlag und Loslassen werden nicht getrennt wahrgenommen.

= —kiirzeste Dauer, bei der das Loslassen getrennt wahrgenommen wird.

- —mittlere Dauer.

| =

—lange Dauer, mit deutlich hérbarem Loslassen des Tones.

—maximale Dauer (bis zum Verklingen halten, Atem- bzw. Bogenléinge elc.).
—aufwirls gleiten, | —abwirts gleiten, ] —in beliebige Richtung.
—Tremolo, Flatterzunge, Triller etc.

2 W— >

—vibrato.

—Flageolett.

< 0

—Ubertriebener Anschlag (* slaptongue ’, gegen das GrifTbrett zuriickschlagendes pizz. etc.).
f. p.= .=, pizz., mute—haben die geliufige Bedeutung.

Der Name eines Instruments oder einer Gruppe von Instrumenten gilt als eine Angabe.
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