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ECOUTEZ~ Open the ears~ Concordia 1983 - 1984.

KAthleen YEanvood

K.A.

SONG 4 VOICES

This is the completed version of the study done in August, 1983
(for those of you who care). The bass line vibrates at about
16 cps and all of the material is electronically treated. I
am not particularily facinated by the means by whick they werB
treated, I'm more inters'f3ed in how they sound whEn they're."
finished. Everything we hear is treated by the hearing aparatus,
modified and de- coded by the brain, which is so much electric
circuitry and fields anyway, so.
This piece will be used as 'ambiant music' in Powerhouses' Anti­
Nuke show, which will tour Canada. It is an anti-nuclear family
piece.

-L'ETUDE CYNESTESIQUE DES TRANSMUTATIONS SONORES:Daniel Toussaint, .
(1981) •

Cette piece est de musique concrete a caractere environnementale.
En plus des techniques de montage de la bande magnetique on
trouve l'utilisation d'un delai analogique.

DANIEL TOUSSAINT,de Quebec travaille depuis 5 ans avec Yves Daoust
au Studio de Musique Electroa~oustique du Conservatoire de
Musique de Quebec.Il a par ailleurs etudie la composition
instrumentale avec Clermont Pepin et Hermando Santiago.La
direction generale que prend son travail est du domaine
electroacoustique.

STRAVJBERRY SERMON This piece was commissioned by Vancouver Co-op Radio
with the assistance of the Canada Council. It was

realized in the Electro-acoustic Music Studios, Sonic Research Studios and
Computer Music Facility at Simon Fraser University, British Columbia, 1983 - 84. A.C.



comme un paysage africain: des instruments

de percussion au loin,jouant des rythmes

toujours differents; des chants etranges,

plus proches. comme une danse invoquant

d'atitres esprits.

f 19 :10 minutes

copie 1

HALF-TRACK

02-83

STEHEO 19 cm/s

c jean-frangois denis
p.o. box 9043
mills college
oakland ca 94613

n. b.: made as walk...in ..:., .. intermission or walk-out
music at low level although•••

SHORT STOP SEVEN Stepping out of type for a moment, b.ut not out of sequence,

numerical or otherwise, this work of this finite series is
like an accompanied recitative in eighteenth century opera. This period of time,
usually put aside to let the ear relax, is put aside to let the ear relax. The
Montreal composer, Fean-Fran~ois Denis, currently of Southern California, wishes to
have his tape, that is acting as basso continuo to the cosmic respitativo, function
as continuo-urn. Carryon as usual. Hibachis here should be hot, have a cool drink. KA



action.

TREE
--" ;-.

AROUND As the twig is bent,:,so:grows the tree •.. A close cousin of its
" rel'atl~'~/es:A quiet t1-m~ of contemp'l'a-tio~}~~nd meditativ:~ inte~;'

. - '.-, ,', :'-" -, ' - :'- ~ . ~ c.

Repose and response. J· KA.,:,

WHALESO NG No. 1 June '82

In this p,i..ece, I attempted to compare two musical".
elements of song in nature J, the music of birds and thaiC<:,
of whale s~ The music of birds has fascinated col1lI?o sers'J;::"~4
throughout history. Birds do not compo se as such. TheY\,0Yt
merely repeat various melodies and. sounds. Whales, howev'er,
are the only mammal other than man that actually compose
Gonga and constantly modify them in performance.

The overall situation of this "piece occurs in the
two environments, native to the respective species. The
birds in the forest are the first to be heard. As they
sing their repertoire, each simulated bird cha'nges its
song tocreate a, dense yet slowly evolving soundscape.
Other sounds can be '.heard emulating the natural forest
sounds such as streams; winds I leaves flying about, etc.
The whole sotmdscape descends into an ocean, halfway
through the pi~ce,creating ~he whales' environrnent.

",The whales are then heard calling back and forth
to each other u~g'a miriad of sounds which define their
songs'; ,

. Whale song No. 1 vras realised at the Kaya Music Studio'
using a 'Synthi' synthesizer, and at the Concordia Electro­
Acoustic studio using an Aries Modular synthesiser, and'"
completed in June 198~~

Dave Lindsay

MOLTEN VOICE The piece consists of a series of sound images

punctuated by excerpts taken from each se~tion and
, "'.,

repeated. The sound sources, which include recorded natural and mechanical

sounds, simple and complex synthesized sounds, and white noise, the text, the

structure and the title all relate to the concept of a transitional process

that is both ruthlessly abrupt and incompr~hensible except on a primitiv~

level of awareness. Created in the Concordia Electronic Music Studio in the

Winter of 1979-80. (JT)



JIMS GEMS The resolution of strong tensions introduced in th.is piece, and
the relatively re~tfu1 pace are reflective of the fact that it

was composed during a joyous a1 though eventful p'e~ioa of my 1ife. >A'~. in
. ~~ '" ,

Mol ten voice thi s pi ece consi sts of a seri es of sound imag·es based~ori·;;hi gh1y
differentiated sound sources: white noise, simple and comp1ex~yntH~'~:~:i~d.~!;"

.'" I. ,'.,~ .. .;,'.... • "_~ '. '. -: " " '1 ~.,'-

sounds and sounds recorded from a radi o. Conti nuity is manifesteO·in.the . '
rhythm and the over- 1ayi ng of adj oi ni ng secti ons. I Gems lis aCbh~'~hi'erit' .

spelling of 'jams', which is the phonetic transcription of James. ;ibonc:~rdia
Electronic Music Studio - Fall 1980. (JT)

WAIT is part of a series of works in progress that were started in

1982. The piece explores the nature of a simple spoken text,

in a complex sound environment, as it moves from having verbal value,

towards more value as sound, and back towards simple verbal value. This

transformation is accomplished by the use of digital delay ,lines ~ The

performers continue the process of transformation in real tinie~' (KA)

MOZART IN HATTERAS and I'VE A NOTION IT'S THE SEA

Played at the same time, the two sets of sounds form a unified field of sound.
The field is remote. The continuous and fluid song of the Southern Mockingbird
can be compared to that of a rural Mozart. The song, beautiful and inventive
loses nothing at ha1f-speed.)ecorded at a noisy corner in Buxton, N.C. 84-v.

K.A.

EIGHTSTOPSHORT Stepping back into the type, this work, as part of our/my'
continuing present, presents itself, presently, ineluctably

in the modality of the way it are. A time to chew on something salty, drink some~

thing sweet, and to re-1otion the back. Roast the other cheek. K.A.
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ElectroHically' 'tr'eated sparrm",r songs ,filtered 'and ~ slo~j~ddo\,ih'.
afelfT q.y'taves. J,ifade at the EES, McGill universi~YL1..J2ril 198,4-~;
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ASSEMBLEE GENERALE L'argument principal dJassemblee generale est ne

une nuit de 1976 d'un "jam" verbal entre amis epuises
reunis autour d'un micro et d'un monstre monopiste et archa?que. Ce sont les
discours et autre badineries qui vont et viennent pendant la piece.
Le decor et 1'atmosphere de lJllassemblee ont ete produits plusieurs annees
plus tard au studio de musique electro-acoustique de lJuniversite Concordia.
Ils consistenten des voix, flOtes a bec, guitares transformes aux magnetophones
et synthetiseur. Une seule piste a ete generee par le synthetiseur.
La distribution des sources entre les deux canaux a ete faite au synthetiseur,
aucun II pan pot II nJa ete util i se.

Cette oeuvre a ete commandee et publiee par les editions RHINO PRODS enr.

C. L.
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ECOUTEZ I I A call to ears~ Composed

acoustic Music Studios.
.:~~-'., '~':': ~~,:,<--~;~:~~:.~.,:~::~.-.:.'-

in 1983 - 1984 in the Concordia Electro­

K.A .

Tape IV

KNOCK; TURN

kathleen Yearwood

A voice piece using vocal multiphonics"e;tnd filters. A duet with
a dog. Completed at EMS in :r:ray 1984. 'Thanks 'to'Ei'ic; for all
help this year.

-L.A SONATE DESOXYRIBONUCLE'IQUE:Danie1 Toussaint, (1981),
I-Preface,
2-Prologue,
3-Epilogue.

Cette piece utilise des sons concrets et synthetiques(ARP 2600)
en plus d'un appareil a delai ana1ogique.

SHORT STOP NINE A short stop and/or a long pause. The plurality of 'this
singularly unique event of this type allows only so much

description. Hibachi is hot: Read the Note to Short stop Eight to gain or seek To'
gain greater Insight. K~A~

FREED IMAGES (I) As with other works of this genre, this is for live
string(s) and electronics. A departure in some ways,

'as free association(s), sonic and otherwise that is, may tend to playa larger
role in the evolution and devolution of this. The out-of-doors plays strange
tricks on linear thought patterns; imagine, free~

K.A.



stand dwelling persistent surround 'Leslie Peters'

has as its only sound source the recording of a soprano sax.

this sound is manipulated extensively through 'classic' tape

studio techniques (splicing, filtering, speed change, looping)

as well as digital delay and digital delay feedpack loops at

various transpositions. Complex new sounds are created through

multi-layering of more simple altered component sounds (derived

from the previously mentioned studio techniques), with each 0f

these components having a un~que dynamic contour. The layers

vary from a single track of solo sax sound to the maximum of

combined altered and original materials of 36 tracks. The piece

began as almost a documentary of the situation of the street

musician, and essentially remains so, but on a somewhat abstracted

(more musical) plane. Initial attempts at representing the street

musician (sax soloist) within the city soundscape by layering

recordings of traffic noise seemed to make little ii-pact.

The sounds and the lo-fi sonic environment were far too common-

place, and were heard 8.8 such. The :-=.ttentior. '-,',?oS :.'lot bl'C":"(5)·~t to

the disparity between the anthropomorphic (human) scale of the

musiciRn with the synthetic (machine, 'extra-human') scale of

the surrounding soundscape. The street noise remained too

sonically redundant, the levels and rates of change becoming

quickly predictable to the ear. By abstracting the idea of large

scale street noise, and truly synthesizing an overbearing

bro2dba~d sound block, the effect became increasingly powerful.

Building from scratch like this gave me the control to keep the

sour~d c onstantl~! var;ying, and ingenerally unpredi ctabl e· ·ways

(there are some exceptions). By using only the soprano sax

as soundsource a spectral unity is achieved througuout and, on

the conceptual level, suggests that the synthetic scale (that

which has no clear human scale referent) is composedof, or

springs from the human •.•maybe pointing to the human to be

co~scious and in control of, and be responsible for, such

developments to the sound environTIent of urban areas.



wheiisurprised

January 1984

K.A .

DEER BARKS As the title says, deer barks are at the bottom of this piece.

A work for tape, processed, and live strings, this pjec~ is a

new venture in the planning and structuring of a work. Non-linea~itj lies at

the base of this, and in an attempt to explbr'enew formal principles, the

players actions and processes are controlled byt"he'ir interpretation of symbol s

that,ar'eo:presented to them on cards, which function as a 'mobile' score.
~ . ~'j ~ ," • '

Tl:Je-pie!=e moves along in the epic fashion, i.e. by the, continuous addi.tion of

events, rather than in thedramaticfashion~'i.e}the structural accumulation. . - . '. ~

: of events which promote inexorable forward motion.

Jheinitial sound is that of a small White-Tail Deer 'barking',

while eating in coattal forest habitat in Virginia. Composed in

in the composers home studio. (Yes, this is a tape loop.)

• '.* '~, .
I Never Had A Chance: DREAM SEQUENCE ONE THROUGH TWENTY,":"jE.~QI-tt<:?, '

Based on twenty-eight #:~r:s of hard living, "':":::~~~.:'"
and three weeks of nightmares.

A piece for tape, filters, synthesizer and digital dealys,

featuring Chris Michaels.

One man against the world

and

against himself.

, ,

1981: Produced in the Electro-acoustic Studios at Loyola and at home. D.P.
; ~ ..

"The great Manitous or high dieties..... could not be mvoked as the ultimate. causes
of all things., ,Apparently the Indians..... assumed that the phenomena of nature had
,aIwaYseXisted some where, and...... mtheiraetiological myths merely described holt'
,theyhf3;d.bee(1 broughtmto their present relationship with man."

, : , -Dia mond Jenness (1932) ,
,,'.~)":~ :~;:;'

:'''0' __ .~..,

,Manito ,.i?,. a . tape composition based on syntheSiled sOund, .VellCe, anc{prpc,essing.
'.:,;):Tti~i~js;provisi.on'fprlive accompaniment. The piece .is m six sections, wlthtext and
~'::·~~'YbiCfi'''9qnt;dbuteif;:liY: Joanne Reid and the composer. Produced with the generous

. ');~'·:··,is.$iS,tan¢fY6(t:C}jf{PQSer/producer Kevm Austin at th'e Concordia University EJectronic
';:o'MusicStudio 'a6dstudio Metamusique Quebec Son (Montreal).

MANITO. by JA MES TA LL ON 1983.



".,.~,
.,.... ,

';:. >j>;."::;'::;~/j;~;,/<,,, .. '. .,.~; ,'; .
.;,:>'YST.RINh")f10BILES' Another view of Calder's world. The same materials pfK2~d
"/ ..':;',:.~::;, ,;:". ":." in various and (almost)':ever chan~ip'g relationship,(s).' The

performers choose the e.lements and their sequence before .~:n'yperformapc:e. New
elements are added between performances, and new per'spett{\I'~~':':Pforigi:~al members

of the~et are found and exp lor,ec;i ~.: Composed in the summer of'1983, and addi ti ons
in 1984, the work e~pl,~ys strir;~'s;'~'rid tape delay. Sample pages of the score are

attached. (KA)

\ I,.

SHORT STOP TEN

if you can cook on the
heat of our sun.

Jo'fin Celona

This unique event, pause, temporary cessation of activity,
respite, break, shprt-stop, is. Who wants insight anyway

hibachi and get a cool drink to help get around the drying
K.A.

Program Notes

Possible Orchestras (at the 21st Hannonic)

The .sound complexes of Possible Orchestras (at the·2lst Harmonic) are produced
~hrough FM sound synthesis techniques. 'A multiple modulato~ instrument was
,created which embraces and contains three types of H1. 'These are: (1.) simple FM
(single modulator); nested or, cascaded.FM (modulator modulating another modulator);

<:'and, (3)' feedback Hi (similar to nested Ft4 with the addit;,on of a feedback loop
",oscillator into the initi-al modulator). The summation of indices and ratio

~eldtionships of these processes modulate a single'carrier~' Spectral smearing
is utilized in order to simulate broad gestures of sound Aggregat~s ranging from
string and brass clusters, vocal chorusing, to noisebands~~ Spectfal energy is
often distributed to and concentrated'at the 21st harmonic; the auditory)result
produces upper formant regions in relation to the frequencies at which the
fundamenta.ls are pitched. Random and periodic vibrato is used as pitch pertur,,?,ations
and is moved throughout the bandl'ri dths of the harmoni c spf:ctrum, som~timessplftti ng
a spectrum into upper and lower spectral .components and i~entities. ~-. ~

SINFONNIETTARIGEAUD

for even that matter.)
the month of May, 1977.

A piece of multi-track fluff that never seems to
get its name spelt the same way once. (or twice

Composed as (?) part of a playlet for children in
All done with a Synthi AKS. KoA.



/I

f

::: n '"
o o-~o-

n
~ ::

_~ :zs.---o---~-o
p .-::.::> <>

II

• fI f:I
L-----------+--I-+-~. -J:~ ':'

0"'---""
>or :::=--.,...k

I

v
1':\

..~ ", " ...,
" ) r.\ . 7

". '"
.

51~\~~
l. ",p

",p
n

0 0

M~~\~£
> >

.if jf

II II
n n v n 3-£r,.., . '" C\ .., ., r.'\; ~ ...... '1., ..........-...... .. . . '.. .,.. .. '-'

~...t . .,p (f / ... p 1''''1)
0- od ~b

" t;'I, '"' jll'\n .rt ,a r.'\" n
• l..- ·-1 ; '-·~L .-

(~

n

J--

n V I'l v'"

>In. ,m""', J"J••"ri J"~ ..r1J,l IJ

II .// II
)

/J
"-"­....

0--- b.



CALON, Christian

PARADIS 1984 (19:50)

en trois tableaux:

De la nature de la memoire

- Catastrophes interieures

- La loi du corps

ENTROPY REQUIRES NO MAINTENANCE'

Le propos ici est de mettre-en sc~ne differents

moments, poles essentiels du deferlement incessant des

multiples realites qui s'entrechoquent: la nature anisotrope

de 1 'homme.

Le th~me de ce discours sonore trouve done son

origine dans une reflexion sur la realite:

PARADIS ?

Christian Calon:

He was born in Marseille in 1950 but doesn't remember

that part. Lives in Montreal. He pursued litterary

studies and has fun fiddlin£ with electronics and

phonetics. Some have known him as a journalist or a

shipper but he doesn't want to talk about it. He hates

sidewalks and red lights too; so he built his own

studio. Loves raunchy Rock & Roll. He ain't super­

stitious but PARADIS is his 13th work. Still doesn't

know what they're talking about with this "music"

thinb . Got to go now.
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W E L COM E

Each of these three days of concerts, Friday, Saturday and Sunday, begins with

the same work, RAIN· DANCE., by the Montreal composer, Robert Schertzer.

This piece was composed in the composer's home and re-mixed in the MetaMusiQuebec

Studios in the summer of 1983, and the winter of 1984. Designed for performance
in diverse envi ronments, these performances are accompanying the start and

continuation of an environmental sculpture, and this wh~le, in turn is
accompanied by DIPPER TURN, Friday, N. U. S., Saturday, and

STAR WINK on Sunday, by Kevin Austin. The similarities of these works
with Rain Dance lies principally in the compositional principles. Rain Dance

evolves from the sounds of the composer's kitchen and spinet piano, recorded

and processed on a four-channel cassette machine, with digital delay lines that

are used to capture a small part of the on-going sound, and re-circulate it

for further processing, and while the process and general direction of the

work is quite clear, the actualization of the sounds and there exact temporal

distribution are not predictable.

Dipper Turn and Star Wink employ as a basic process, the structuring of a
small amount of pitched material in a kind of snake or worm-like fashion, and

while the overall direction and nature of the progression through these pitch

sets is relatively predictable, the exact realization and specific sonic

features are not.

The fibre-sculpture which takes place is in the form of a wrapping, re-wrapping
and un-wrapping of various semi-permanent and movable objects within and with­
out the performance space. Join in~~ - but please do not un-do someone elses

work, unless it's isomorphic with the generative principles of the week-end.

The corn will be started soon, and the sculpture will continue all week-end.

W E L COM E

BIENVENUE/WELco~m:

Entirely composed on an Aries synthesizer in Loyola

and mixed on the 8 channel tape recorder in Loyola's
A.V.dept.,the piece is only meant to create a sonic
enyironmetit.Have a seat,feel at home and welcome.
J . S . April 84.7: 47 min. ('j':~,J



HAVE LINK ONE An intermezzorialsonic fresco. The ocean waves up on
. .

all of its shores. It functions as smoothing element
between diverse forces, different levelscof cosmic tides. The n6n~~epeating'

pattern, the unpredictable predictability. 1983 and 1984. K.'J>..

"GLOATING BLEETS"

nOISES FROH A BLACK BOX. THE HEAD AND HIND

AND HUl-IAN UTTERANCES HAVE NIXED FEELINGS

ABOUT BEING CONNECTED TO THE HECHANIZM.

THIS PIECE WAS THE BASIS FOR A 16r11'1 FILM

CALLED READ PEICES.

WALKING IN' THE STREET

HIGH PI'lRCHED VOICES CHANT AS THEY WATCH THE COLORFUL

BOYS WALK BY. GIRLS LIKE TO LOOK'TOO. THIS PIECE
IS THE SOUND TRACK FOR A 161'~ EXPERIMENTAL FILM
CALLED' "FIVE CRYSTAL ROSES".

VARIATIONS pour la SAINT JEAN-BAPTISTE attached

RHYTHM STUDY Composed in 1981 - 1982 in the Concordia Electro-acoustic
Music Studio, this piece, a study in non-repeating

patterns and hidden and not'hidden innner voices and sounds that are and
are not there, exists in two versions. Today, we hear the high speed
version. (Note the internal voice sounds.)~ (K.A.}

,I

A LISTENING IS NOT A HEARING A splenderous sonic study in sibilants.
A sound poem for voice, processes,

speeds, electronic reverberations and spaces of mind and space. 1984. (K.A.)





NOVA PERSEI was composed in the composer's home studio using a

KORG PS-3200 with untempered tuning, and an eight

channel tape recorder. This piece won the Silver Medal in the CAPAC

Hugh ~ecaine Competition (1983). (K.A.)

short stop eleven At this point in the afternoon, the concert becomes

an interior affair for a few moments. The sounds

that surround form the basic warp of this piece, with the weave and pattern

being that created by the nature of the cosmos before the void. The

entropic patterning of this region-mindspace is unique, and hopefully,

non-isomorphic with itself. The corn is well under way. K.A.

W A I T From cl ari ty to conti nuum. Voi ce as words, voi ce as sound,

words as sound, sound as sound. A continuous evolution "and

transformation from one to another to another to something other, and maybe
back (again? (sic». Tape and live processing with digital delays.
Optional live voice and synthesizers. Summer, 1982. K.A.

SUSPICIOUS - a visit to myoId high school - an aural trip down

memory lane, taken in trepidation. Conctrete sounds,

voice and tape loops. (1978) (DF)

QUODLIBET (Lat., quod libet, what is desired), piece containing
several (tunes) put together in unusual and (usually)
ingenious fashion - such as .••

(A New Dictionary of Music Penguin, 1973)



Generigue (I)

Ge ne rig ue (~)

Generigue (R)

durations: 8 minutes each

for two track tape (1974)

Generiques was produced at the Utrecht Instituut voor Sonologie in 1973-74.

The first performances were in Utrecht and Bourges in 1974.

These pieces form a family, connected by inclusion relations: RC£~L (i.e.

I is contained within ~, which is contained within R.) The pieces can be

performed independently, or in arbitrary order.

Generigue (I) consists in the reunion of three basic sets of sound material,

mainly differentiated by their frequency bands.

Generigue (~ is a sub-set of (I), obtained through two simultaneous

selective treatments of the underlying basic materials.

Generigue (R) is further derived from (Z) by means of a second selection,

and spatial redistribution, performed by logical circuits.

Generique (I) is thus a sort of raw block of sound material. Of the other

pieces presented, Generique (~has been, so to speak, carved out of
Generique (1), and (R) out of (%:). You will thus hear different "sound­

scapes" of the same "sound", different aspects of the same material, much

in the same way as one would find important differences in the individual

perceptions of members of any concert audience.

( I ) iota (Z ) - sigma

d.l.15.12.82 (KA)

Ace a and Ace a M M A A generi c work. An accompanimenta1

piece. An accommodating oeuvre.
In accord with its leader(s). The accomplice. Of account. The accoutrements

of the second part. Not a common activity. Less than a full stop, less than
a colon, more than a breath of fresh air, new perspectives, modified
perceptions, a soapstone support. K.A.



short stop twelve . Corn continues, and so too maybe d~es the void
)~

beyond the limits of this infinite universe. The

piece that we currently indulge is always upon us, 1ike the present. The

piece that we currently indulge is always upon us, 1i k'e the co· present. Th

piece that we currently indulge is always upon us, like the. conti· present.

piece that we currently indulge is always upon us, 1i ke the continuin prese
piece that we currently indulge is always upon us, 1i ke the continuing and

SUITE # 1 from liThe Songs a Metal Child would Sing ll

Keith Daniel

The movements which make up this piece are one of an almost infinite
'number of possible realizations of the automata.

Composed between 1980 and 1984~ this set of realizations were recorded
in a live acoustical environment.

They were premiered in August, 1984, on CBC-FM, and #44 from this set is
dedicated to IIBrave New Waves ll •

And this way once passed
Leaving behind a trail of mercifully forgotten toys
The air still ringing
With the songs a metal child would sing.

This work is published by Illes editions RHINO PRODSII~ Montreal.

SAND / WATER

1983 - 84

Eric Brown

This piece involved: 2 tracks of analogue synthesizer

1 track of electronic guitar
- all played in single performances,

extensively processed and edited

A wave-like sense of periodicity and overlapping boudaries, with
a steady and regular return to IIconsonancell.

almost 9 months of intermittent work to completion.

Many thanks are due to Kevin Austin.

This work was commissioned by, and is published by les editions RHINO PRODS



oeuvre commandee par Ie GMEB
et realisee a Bourges

. LA GAMME ('1981) durant Ie mols dtavril 1981
creation mondiale:
Festival de Bourgesil juin 1981

Le studio de Bourges (GMEB, France) mea invite
a venir faire une musique. C'est, dit-on, l'un
des plus beaux studios au monde. J'y suis.
Autour de moi, dans tous les sens, s'etalent
des appareils electroniques. Le vertige me
~rend quelque peu devant toutes ces machines
a triturer les electrons. J'ouvre la fenetre.
pour respirer un peud'air fraise

"c'l.~.

De la cour me parvient une rumeur sonore provenant
de l'ecole de musique attenante au studio.
Des gammes montent, descendent, lentes et posees,
rapides, nerveuses, hesitantes, naIves, virtuoses.
Les sons se melent, s' enchevetrent, unifies '. .
pourtant par un meme besoin: posseder son ins~rument,
maitriser l'angoisse de l'inconnu, de ltinforme,
creer un ordre. Je referme la fenetre. .

Je me sens un peu comme un peintre devant une
toile nue, Ie vide. Je vais m'approprier une
petite tranche d'espace-temps.

QUA T .U 0 R Yves Daoust 21 min.

J'ai realise cette oeuvre durant l'hiver 79, a l'Cffice~national du Film,

en piratint du te:n?s d'un petit studio -ferme de:;uis!- qui serve-it a la.

fabrication d'effets sonores pour la production cin~:natogra?hiquede l'insti~ution.

Ies sources sonores ce l'oeuvre proviennent e~clusiverrent ce l'er~egistre~ent

d 'une formation traditior.nelle de quatuor a cordes. Bien loin de 5e cacher

derriere les mani~~lations du studio, Ie violon s'affic~e, s'affi~e,

meTe -et surtout, peut-etre- quand i1 grince, quand il se tord, atteint d'une

rage auto-destructrice. Gr~ce a la magie du meaium, nous so~es entriines ver~ des

zones inex?lor~es, inaccessibles al'instru:nent acoustique.
...

d o J..e!'1.€QUATUCR a reMpcrte Ie ?re~~er prix, sEction analosique, u c

concours international de musi~~e electroaccustique de 3curEes, (eo), et Ie

grc.ni ?rix de la. CI~~, ~ecticn fra."'19 aise •
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WELCOME

Each of these three days of concerts, Friday, Saturday and Sunday, b~gins with

the same work, RAIN DANCE, by the Montreal composer, Robert Schertzer.

This piece was composed in the composer's home a~d re-mixed in the MetaMusiQuebec

Studios in the summer of 1983, and the winter of 1984. Designed for performance
in diverse environments, these performances are accompanying the start and
continuation of an environmental sculpture, and this wh~le, in turn is
accompanied by DIPPER TURN, Friday, N.U.S., Saturday, and
STAR WINK on Sunday, by Kevin Austin. The similarities of these works
with Rain Dance lies principally in the compositional principles •. Rain Dance
evolves from the sounds of the composer's kitchen and spinet piano, recorded
and processed on a four-channel cassette machine, with digital delay lines that
are used to capture a small part of the on-going sound, and re-circulate it
for further processing, and while the process and general direction of the
work is quite clear, the actualization of the sounds and there exact temporal
distribution are not predictable.
Dipper Turn and Star Wink employ as a basic'process, the structuring of a
small amount of pitched material in a kind of snake or worm-like fashion, and
while the overall direction and nature of the progression thrtiugh these pitch

sets is relatively predictable, the exact realization and specific sonic

features are not.

The fibre-sculpture which takes place is in the form of a wrapping, re-wrapping
and un-wrapping of various semi-per~anent and movable objects within and with­
out the performance space. Join in:: - but please do not un-do someone elses
work, unless it's isomorphic with the generative principles of the week-end.

The corn will be started soon, and the sculpture will continue all week-end.

W E Leo M E



1) OPeRA.........
2) M~ta1

/

Pot Pourri (1984)

Marcelle Desch~nes

Alain Thibault
15'30
7'30

il

IIPatchwork" r~a1is~ a partir d'extraits du th~~trophone multi-~dia OPERAaaaAH,
pr~sent~ a 1a Soci~t~ de Musique Contemporaine du Qu~bec,en mars 1983.

Immense co1iage modu1aire, OPERAaaaAH est un grand jeu L'EGO 00 tous 1es niveaux
de combinaison et de lecture sont possibles. Cette oeuvre en formation-transformation
continue se construit comme ce jouet d'enfant qui permet autant de possibi1jt~s d'as­
semblage que 1'imagination peut en inventer. La construction recommence toujours par
l'agrafage de deux briques ensemble. A partir de ce moment41a, i1 n'y a pas deux cons­
tructions LEGO qui soient identiques. Les memes ~l~ments cr~ent des formes sans cesse
renouvel~es oscillant du tragique au comique, du tendre au violent. du sublime!au vul­
gaire, du cosmique au quotidien~

Extraits assembl~s

, et bouche a bouehe et souffle a souffle,
- New Wave
- Ecran Humain I, Eeran Humain II
- LiturG IE
-.010
- ... au commencement
- Les dieux sont des chants
_ Jour I J t

- M~tal

Marcelle Oesch~nes

2) M~ta1

~Votre r~a1it~ n'est pas 1a mienne. La vOtre n'est qu'une
illusion que votre perception a fig~e.1I Principe de base a
1aconstruction de mondessubjectifs assemb1~s en univers­
gigogne qui se d~composent en autant d' i11usions impa1pab1es.
Tout est pr~texte a ces fissions de 1a r~alit~.

Stan Barets A propos de 1'oeuvre de P.K.Oick

A1a i nTh i bauIt

"•.. : servir la cho~e qu'il ne f~ut pas. 11s sont empoi­
sonn~s comrne par du m~tal, pensa-t-il. Ou m~tal qui les en­
ferme et du ~tal dans leur sang; c'est un monde de m~tal.

Une machine dont tournent 1es rouages pour d;stribuer 1a
souffrance et 1a mort, comme si elle ~tait naturelle. Com­
bien de temps s'est-il pass~ depuis 1I~poque aD ils connais­
saient le Jardin? Le lieu des animaux au repos etdes fleurs~

Quand pourra i -je retrouver pour eux cet endro; t?" :
Phil ip K. Oiek



Nurse' While the purists may wish to fault the ladies techniques, she

definitely has ideas .. A strip of real life. Characteristics ,of·'

the composer's intellectual elitism are to be found throughout this work,

which while originally composed for four channel recorder, and performed

in concert by the Mills Workshop at Mill's College in 1980, appears here

in a stereo version, assembled and mixed from the original materials, in such

a way as not to obscure the fine structure of the underlying complexity

metaphore, but rather in a most simple and determined global form approach

to the parametric dimensions of the work, do not bind her to the production
of, and therefore being restricted to, a forthright pointed statement of

her values within the reality that she feels that she often finds herself

constrained within. She would like to thank Ross for engineering the piano,

and unidentified friends for the most meaningful vocals. (KA)

FINAL SPIN Barbara Golden

It's neither a happy nor a sad story, it's
just a life.
A girl grows up in an upper-middle class
family in Montreal's provincial west end.
Up north to the lake in summer, school and
piano lessons in winter.
No brothers, what are boys like?
Falls in love on the wrong side of class
at 17, marries too young.
says yes to him, doesn It make ·Ylaves, EVER•.
Sees the light 15 years later.
The struggle begins.
Any similarity to persDns living or dead
is· purely intentional.

BG

A LISTENING IS NOT A HEARING A splendourous sonic study in sibilants.

A sound poem for voice, processes,
speeds, electronic reverberartions and spaces of mind and space. 1984. (K.A.)



short stop thirteen The central argument of this piece, with and/or

without corn, revoloves around the number "13 11
•

It is #13 in the series of works. It was going to be number 13 before it

was and/or is. It will continue to have been 13 after it is and/or was.
Was/is/will it be 13 from before and/or after time has forgotten the void

and/or vice versa. If the corn sticks in your teeth, picket. K.A.

BIENVENUE/WELCOME:
Entirely composed on an Aries synthesizer in Loyola
and mixed on the 8 channel tape recorder in Loyola's
A.V.dept.,the piece is only meant to create a sonic
environment.Have a seat,feel at home and welcome.
J.S.April 84.7:47 min.

WAVE LINK TOO .An episodic sound sculpture. The seas cyclical splash

on all of its island land masses. It smooths from""

level to undulated, diverse boundaries release their differences to its

also linking properties. 1983,~ 1984 K.A.

MOZART IN HATTERAS The continuous and fluid song of the Southern
Mockingbird can be compared to that of a rural

Mozart. The song, beautiful and inventive, loses nothing at half-speed.

Recorded at a noisy street corner in Buxton, North Carolina, 84~v. KA

I I VE A NOTION IT I S THE SEA Ocean perspectives. Close up the

detail. GiveuR the detail, and

gain a wider sense, move further back, and absorb. It sounds like this

even now. Recorded near the Avon pier, North Carolina, 84-v. KA



LIKE AN EMPTY ROAD DESCENDING This multi-movement work was

composed in the peace and
rela~ive tranquility of the rural Eastern Townships in the summer of 1933,
being re-mixed in the early summer of 1984 in the MetaMusiQu~bec Son Studio.
The work calls upon the conscious and un-conscious recollection of a non­
equally tempered tune that threads its way through the work.
The work was commissioned by, and is published by II les ~ditions

RHINO PRODS ", Montr~al. (K.A.)

John Celona Program Notes
'·1 •

" .
Possible Orchestras (at the 21st Harmonic)

.., .
. "

'.: 'The sound complexes of Possible Orchestras, (at',the2lst H~rmonic) are produced
through FM sound synthesis techniques. 'A multiple modulato~ instrument was
created which embraces and contains three types of H1. 'These are: (1.) simple FM
(single modulator); nested or cascaded Ft~ (modulator modulating another modulator);
and, (3)' feedback Ft1 (similar to nested Ft4 with the additton of a feedback loop ..
oscillator into the initial modulator). The summation of indices and ratio
rel~tionships of these processes modulate a single'carrier~' Spectral smearing
is utilized in order to simulate broad gestures of so~nd aggregates ranging from
string and brass clusters, vocal chorusing,to noisebands. Spectral energy is
often distributed to an'd concentrated 'at the 21st harmonic; the auditory result,
produces upper formant regions in relation to the frequencies at which the ::
fundamenta,ls are p,itched. Random and periodic vibrato is used as pitch perturba:ffons
and is moved th.roughout the bandwi dths of the harmoni c spr~ctrum, sometimes spl itting
a spectrum into upper and lower spectral components and jdentities.

K.A.

TRIO SONATAandSON - A - TRE A pair of works based upon an
extension of certain baroque

period principles and performence practices. It was expected that the
soloists in both the most important baroque musical form (opera seria),
and in the recreational form 'par excellent', the Trio Sonata, would
have developed the highly admired skill of extempDrization. Unlike the
real model however, this trio sonata is played by three people rather than
four.



short stop fourteen Or is it forteen? Why not XIV, or 0, or 0014.

Does it matter by what name the number is

called? Is the void (and or was the void) still 'void' before there was

a name for it. Does the non-existence of the name void its existence, and/
or the possibility of its past, present and/or continuing present (presence)

Corn? K.A.

SUITE # 2 from liThe Songs aM eta 1 Child would Sin g II

Keith Daniel

The movements which make up this piece are one of an almost infinite

number of possible realizations of the automata.

Composed between 1980 and 1984, this set of realizations were recorded

in a live acoustical environment.

They were premiered in August, 1984, on CBC-FM, and #44 from this set is

dedicated to "Brave New Waves".

And this way once passed
Leaving behind a trail of mercifully forgotten toys
The air still ringing
With the songs a metal child would sing.

This work is published by "les editions ·RHINO PRODS", Montreal.

N ElL A 'La piece "Neila" a He compose fin 82 debut 83 et

complete en janvier 1984. Cette piece est un montage sur
huit pistes, avec utilisation du delais. Le deroulement de la piece est t

un suspence comparable acelui qu'on retrouve dans le film Alien, mais

en inversant la chronologie de l'intrigue. N. G.

The work was composed· in the Concordia University Audio Visual Studio,
and was commissioned by, and is published by II les editions RHINO
PRODS II Montreal.

K.A.
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La version de CARNAVAL que vou~ entendrez ce soir est un
assemblage de style "pot-pourri", realise a..p~rtir· de fragments des
differents moments qui ont constitue l'everiement "CARNAVAL", a
1I1lEspace libre", les 3 et 4 fevrier t

iI. (co-production
ACREQ - mimes OMNIBUS) ~~
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W E L COM E

Each of these three days of concerts, Friday, Saturday and Sunday, begins with

the same work, RAIN . DANCE , by the Montreal composer, Robert Schertzer.

This piece was composed in the composer's home and re-mixed in the MetaMusiQuebec

Studios in the summer of 1983, and the winter of 1984. Designed for performance

in diverse environments, these performances are accompanying the start and

continuation of an environmental sculpture, and this whdle, in turn is
accompanied by 'DIPPER TURN, Friday, ·N.U. S., Saturday, and

STAR WINK on Sunday, by Kevin Austin. The similarities of these works

with Rain Dance lies pfincipally in the compositional principles •. Rain Dance
evolves from the sounds of the composer's kitchen and spinet piano, recorded

and processed on a f6ur-channel cassette machine, with ~igital delay lines that

are used to capture a small part of the on-going sound, and re-circulate it

for further processing, and while the process and general direction of the

work is quite clear, the actualization of the sounds and there exact temporal

distribution are not predictable.
Dipper Turn and Star Wink employ asa basic'process, the structuring of a

small amount of pitched material in a kind of snake or worm-like fashion, and

while the overall direction and nature of the progression through these pitch

sets is relatively predictable, the exact realization and specific sonic

features are not.

The fibre-sculpture which takes place is in the form of a wrapping, re-wrapping
and un-wrapping of various semi-permanent and movable objects within and with­

out the performance space. Join in~~ - but please do not un-do someone elses
work, unless it1s isomorphic with the generative principles of the week-end.

The corn will be started soon, and the sculpture will continue all week-end.

W E L COM E

A LISTENING IS NOT A HEARING A splendorous sonic study in

sibilance. A sound poem for
voice, processes, speeds, electronic revefberations, spaces of minds and

spaces. 1984 (K.A.)



TRIAL & BEAT IT A first computer music study. Rule number one:

always back-up your work, as you never know when
you·ll accidentally erase it, or the power will go off, or it will some-how

go to that great big byte-eater in the sky. Rule number two: see rule
number one. Composed in the summer of 1984 with the SynclavierII computer
music system at Dartmouth College. (K.A.)

BIENVENUE/WELCOME:
Entirely composed on an Aries synthesizer in Loyola
and mixed on the 8 channel tape recorder in Loyola's
A.V.dept.,the piece is only meant to create a sonic
environment.Have a seat, feel at home and welcome.
J.S.April 84.7s47 min.

FAMILY GAMES (I) is a piece for four channel tape. The family alluded

to is a sonic one, and the sounds produced by·this

particular automated patch occassionally have a sl,ightly humourousquali ty.

This is only one of any number of possible realizations ~f this pie~:~ ..

Composed at the Loyola A.V. Studio in April, 1983. Duration: 4min.'O)sec.

K.A .

.CLIPPERFIX - SUPERSONG Children at play, a song, ~ ell'

Composed in the spring of 1983. (K. A. )

FREE RUNN I NG CLOC KS (I) is an oxymoron, since clocKs are anything but

~ree-running in the conventionally used sense.

Pulsed sounds are heard as pitch complexes, paired or grouped members, or as:.

sequential elements moving around the four channels ..Their ~ate, envelope and

density change slowly. Attempts have been made through high fr~quency notch

filtering to produce the illusion that the sounds originate in a plane that is'

not that of the loudspeakers. Produced as the first of a 'series in the Concordia

University A.V.D. (Loyola) studio in April 1983. K.A.



SHORT STOP FIFTEEN The days shorten, the nights grow to reach the

same number of hours. But for now, sun and air
and corn. Eat up, it's only a short stop, and this is the second to last. ( VII ).1\.• :'"'\ _

I I. .ooTTIW A .A simply repeated phrase. Simply a repeated

phrase. A phrase simply repeated. A repeated
phrase simply. Simply repeated, a phrase. A simply repeated phrase,

repeated, processed, altered, unaltered, delayed, phased, phrased by delay,

sounding repeated, repealed, pealed. For tape, processors, with optional
live voice and synthesizers. Summer, 1982, too~~ K.A.

WAVE LINK ONE An intermezzorial sonic·fresco. The ocean waves· up 011

all of its shores. It functions as smoothing element
between diverse forces, different levels of cosmic tides. The non-repeating
pattern, the unpredictable predictability. 1983 and 1984. K;A.

MANITO. by JAMES TALLON 1983.

"The great Manitous or high dieties..... could not be invoked as the ultimate callSes
of all things. Apparently the IndiBns..... assumed that the phenomena of nature had .
al ways existed some where, and...... in their aetiological myths merely described ho w
they had been brought into their present relationship with man."

-Diamond Jenness (1932)

Manito is a tape composition based on synthesized sound, voice, and processing.
There is provision for live accompaniment. The piece is in .six sections, with text and
voice contributed by Joanne Reid and the composer. Produced with the generollS
assistance of composer/producer Kevin Austin at the Concordia University Electronic
-Music Studio and StudiD Metamusique Quebec Son (Montreal).



toot II AND le gang~~ are t'10 works of a soloistic and accomrani-
mental character and texture. One could

see the works as two movements of a 'concerto for tape and performers'.
The baroque concepts of concerto and ownershi pare interesti ng star-ti ng

points for works within this series. (One thinks most directly of the
Bach/Vivaldi violin-harpsichord concertos.)

ORO I T E Denis Lorrain - see attached

SHORT STOP SIXTEEN A quiet contemplative work, the general theme of

which is the thought of will it be possible to
remember what time was, when time ceases, that is, when eternity begins,
it will be as if nothing else has ever existed, or .maybe tthasn't. (KA)

SAND / WATER
1983 - 84

Eric Brown

This piece involved: 2 tracks of analogue synthesizer

1 track of electronit guitar
- all played in single performances,

extensively processed and edited

A wave-like sense of periodicity and overlapping boudaries,with

a steady and regular return to "consonance".

almost 9 month~ of intermittent work to completion.
Many thanks are due to Kevin Austin.

This work was commissioned by, and is published by les editions RHINO PRODS

SNOW SNOW EVOLVING It has been written that the composer writes, IIReal

time meets tape time. Voice, record, tape and
synthesizer. A departure stylistically. (1979)" (oF)

Composed in the studios of CHOM-FM and Concordia University. (K.A.)
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DENIS LORRAIN
, .

Canadien, ne en 1948, i1 a fait ses etudes musicales
a Montreal (Universite de Montrial et Universite
McGill). Titulaire de nombreux prix de composi­
tion et beneficiaire de diverses bourses canadiennes
et etrangcres, il a sejourne en' Europe de 1973 a
1979. Depuis 1980, il est professeur a rUniversite
de Montreal. et directeur du C.A.M.I. (Centre
d'applications musicales de l'informatique).

DROITE, hommage a LeCorbusier

piece radiophonique pour instruments et textes de LeCorbusier
duree: 18 minutes

Outre deux sequences plus libres (trombonne et vibraphone), DROITE utilise

d~x materiaux de base dont les durees sont marquees par des reperes percussffs,

ccmportan= des sons instrumentaux et les textes. Uniquement deux phrases de

L€Corbusier sont citees, extraites d'Urbanisme, mais l'homrnEge s'etend a l'ensemble

de son euvre plastique, sans poutant enteriner completement les theories

fonctionnalistes enthousiastes qui sous-tendaient sa demarche.

Cornme Ie signifie son titre, cette piece est depouillee. Elle s'elabore sur

1 'exploitation des materiaux de base, a la maniere de modules architecturaux. Par

de 1egeres transformations, par Ie jeu de successions interrompues ou de

j~xtaposiLions, de substitutions ou de de-constructions et de re-constructions,

une architecture temporelle est mise en place, dont la motivation consiste en ~8

recherche d'agencements varies et ambigus, a partir de l'emploi rigoureux de

q~elques elements simples.

d.l.
Hontreal
9 mars 1981.



RejectionofThrill Do'you ever have one of those days? You

know, you confuse Haydn's 42nd and 43rd

Symphonies; you misplace the number of your Swiss bank ac~ount; you have to

drive the other TR-5; you know, some things never seem to go right. This

piece has no siblings, and its parents desterted it upon first siQht. ~~lY

the kind and gentle word of a caring deaf friend saved it from the ignom~ty

b b lk (K.A.)
of the near- y u eraser.

The

EIGHT STEP MINUET A stylistic departure. Composed entirely with
sounds from the synthesizer. That is not true.

In three large sections, but eight smaller steps. Three breaks.
Composed in the Sonic Tonic and MetaMusiQuebec Studios in May, October

and November 1983. Thanks to Kevin for help. D.F.

QUATUOR Yves Daoust 21 min.

fabrication d'effets sonores pour la production cin~matogra?hiquede l'insti~ution.

les sou~ces sonores ce l'oeuvre proviennent exclusiverrent de l'er~egistre~ent

d'une formation treditior~elle de quatuor a cordes. Bien loin de 5e cacher

derriere les mani~ulations eu studio, Ie violon s'affiche, s'affi~e,

me~e -et surtout, peut-etre- quand il grince, auand il se tore, atteint d'une

r2ge auto-destructrice. Grace a la magie du medium, nous sow~es entriines versdes

zones inexolor~es, inaccessibles a l'instrument acousti~ue.

. ..
QUATUCR a reMporte le pre~~er prix, SEction analosique, du 8 ~e~e

concours international de musi~~e electroaccustique de Eourges, (80), et Ie

grani prix de la CII1, section fraJ1<;aise.



CALON, Christian

PARADIS 1984 (19:50)

en trois tableaux:

De la nature de la memoire

- Catastrophes interieures

- La loi du corps

ENTROPY REQUIRES NO MAINTENANCE"

Le propos ici est de mettre en scene differents

moments, poles essentiels du deferlement incessant des

multiples realites qui s'entrechoquent: la nature anisotrope

de l'homme.

Le theme de ce discours sonore trouve done son

origine dans une reflexion sur la realite:

PARADIS ?

Christian Calon:

He was born in Marseille in 1950 but doesn't remember

that part. Lives in Montreal. He pursued litterary

studies and has fun fiddling with electronics and

phonetics. Some have known him as a journalist or a

shipper but he doesn't want to talk about it. He hates

sidewalks and red lights too; so he built his own

studio. Loves raunchy Rock & Roll. He ain't super­

stitious but PARADIS is his 13th work. Still doesn't

know what they're talking about with this "music"

thinb. Got to go now.







Notes and N~ises from the Concordia Electro-acoustic Studios

Welcome to the last out door concerts of the year.
On these three afternoons where we welcome autumn, the music has been chosen

particularly for its continuous, 'fabric'-like quality.
The members of the group are spread out around the space in such a way as to

be able to create, not a tightly woven sound as is the group's normal ways,

but a more open weave to the sound.

The strands of sound blend and form strands with the cosmic, material and

etherial, ether.
Fibres spread and contract, forming places of contact, pulling, straining,

holding, blending, remaining alone - solitary, in communion by parallel
thoughts, parallel activities.

The individual threads of activity weave a sonorous fabric.

The audience is invited to participate in the activities as they seem fitting.

Co cordia
Electro-acoustic
Composers' Group
(CECG)

The group's regular series continues on

special concert featuring the Vancouver

Czink, and the group Cassation.

Monday the 15th of October, with a

based composer/performer, Andrew

8:15 p.m. Free
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Notes and other information about these concerts.

EARTHY DELIGHTS, in performance -by Dori s May, is a work about
her and her thoughts, feelings and being. A work, the "fibre
of which comes from her present and her past, comments and.
sings of her life, past and present. Sounds taken from the
environment and texts from the Bible, and her own re-writing,
with commentary, on the creation. Voices, sounds of children,
song, whales and birds, wrapped with wool and love.
The tape was prepared between late 1983, and June 1984, with
the assistance of Kevin Austin.

MARCELLE DESCHENES is one of the two other featured composers in
these concerts. Jour J, which is playe~ in both concerts,
Op~ra Lilliput pour 6 'roches molles, and Pot Pourrt are part
of her collected oeuvres of tape works. Notes on these works
can be found on following pages.

The collected works of ALAIN THIBAULT, for the first time presented
in one concert series,are the third course in this summer treat

j, " •

of sounds. Part of Pot Pourri and his four- electro-acoustic
works, in order of composition, Sonergie, Quarks' Muzik, Deca-Dance,
and E.L.V.I.S., will be played revealing this talented young
composer's mastery of style, medium and idea, in his character­
istically virtuouse output.

The fourth course is the beginning of the continuous sound
tapestry that will ~haracterize the rest of the evening. With
Roadside Litter of James Tallon, and Trenholme Park After Dark of
Jill Bedoukian, both of which will be cross-faded into Wave Link
One and Too (respectively), we have city soundscape sonic frescos.
The ocean supersedes the sound of buses and M~tro.

SUN and S.E. Scape - Sun introduce the aspect of -live performance
for the first time in a more prominent fashion in the evenings
unfoldings.'

Remarkably similar in form and construction, these two works
evolve in markedly different ways or the two evenings.



Tonight, the web of sound will thin, and a non-intrusive·
performance of P.A. Version Luminy by Denis Lorrain will puntuate
the conti nuum of Sun . The Reprieve by Toronto composer· Ann
Southam was composed for the dance, choreographed by Patricia
Beatty of the Toronto Dance Theatre, in 1976 ••

The sound fabric will weave itself back into the full acoustical
space available, and Dipper Turn will take over the role of
cantus firmus in this process of slow textural absolution.
The first perfomance of Cla,p-Click wi 11 begin and pass un-noticed
to the watchful ear. Froggy Bits and Florida Sweet will swell the
fibre of the sound blanket, as their environmental sounds artfully
insinuate themselves through the textures.

The last two works of this the first evening, live a notion it's the
sea and Mozart in Hatteras, bring the summer twilight meditation to
a peaceful conclusion.

K.A.

Please feel free to !/'cook on the hibachi.



DESCHENES, Marcelle Jour IJI . ' :.. ~.:

Jour 'JI

Eco-

Fable-

Atomique

Eco-Fable-Atomique(version 1984)

Jour fix~ pour une attaque, une op~ration militaire.
Petit Robert

Chacun de ces ETRES EST comme.un maillon de la cha1ne et ce maillon
devore celui qui le pr~cede pour ETRE devor~ par celui 'qui le suit.
La boucle de LA VIE EST une boucle qui se genere en se d~vorant. Elle
EST de caractere phagique dans le detail, autophagique dans l'ensem­
ble. LA PLURIBOUCLE EST donc un formidable TURNOVER, de naissances,
vies, morts s'entre-detruisant et s'entr'engendrant les unes les au-

-tres. Et, ce tourbillon, C'EST L'ETRE meme de l'ECO-organisation (de­
sorganisation/r~organisation permanente).

Edgar Morin, La Nature de la Nature .

Je riiaime pas les fleurs
Je n'aime pas la nature

Je pr~fere les natures mortes.
Antonin

Les fables ne sont pas ce qu'elles semblent etre.
. Jean de la Fontaine

The atomic bomb is a paper tig~r •.. Terrible to look at, but not so
strong as it seems.

M~9·Ts~-Toung

..



DESCHENES, Marcelle MOLL, op~ra 1illiput pour six roches molles ..(1976)

Musique mixte pour 2 c1arinettes, 3 trombones, 3 groupes de percussion,jouets
d'enfant et bande magn~tique.

MOLL, c1est 1e mode mineur allemand et c'est.aussi 1 'homonyme de·mo11e-f~minin
de mou- qui dans 1e contexte des roches prend le s~ns de vie, derespiration.L'aspect
minorisant du premier sens nous ameneau monde des petites choses: petits interval1es,
petits sons, petits instruments ou jouets d'enfant, petits bonhommes, petit monde, ce­
1ui des enfants,;

M

o
LL
op~ra

lilliput
6 roches molles

Titres des seqUenCeS

Sy~trie

Cycle, cerc1e
M~c1at~, deforme. E11e. Ailes.

o : interjection traduisant un vif sentiment(joie,admiration,dou­
leur, crainte, co1ere).

PER: Dans la nomenclature des compos~s chimiques, prefixe exprimant
un exces de 1a quantit~ norma1e d'un ~lement.

AH : Interjectionexpressive~ marquant un sentiment vif(p1aisir,
dou1eur, admiration, impatience,etc. ).

Reference A petit monde mais aussi, paysimaginaire.
Dani~l~ Caroline, Marie-Josee, Stephane,Marie-Jos~el,Stephanel

1. Le monde est une goutte d'eau
2. Lucia di Lammermoog
3. Naissance des rochesmolles
4.- IIZig! ..Zig! Zig! .•Tu es 1A 7... Es-tu blesse!

- Je ne crois pas. Je suis tombe sur une chose molle. 1I
(Zig

5. Insectes secs et·baTller aux corneilles
6.. Etoile variable ~

7. Insectes amertubes et boire la mer avec une paille
8. Etoile double
9. Un fourmi? ou ... jeu vers une synchronisation
10. Si by the Sea
11. Sirenes
12. J'ai perdu le side rria clarinette
13. IIComme la lune se H"!ve rouge~1I (Wozzeck)
14. Super Nova et etoiles pulsantes.
15. Etoile du matin
16. Vaisseaux fant6mes
17. London; ·bri dge i s fall i ng down
18. Le monde est une bulle d'air

*********.*.**

et Puce)

Commande de la Societe de Musique Contemporaine du Quebec (mars 1976)

Premier prix de musique mixte au 6e Festival de Musique Experimentale de Bourges(1978)



SONERGIE

by ALAIN THIBAULT - 19BO

EINSTEIN HAS TAUGHT US THAT~ AND~ ARE CONVERTIBLE I E ~

matter is condensed energy. There ie nothing elss in the universe

2
mc ,

SONERGIE (1980)

Alain Thibault

Einstein nous a appris que Matiere et Energie sont convertibles l'un,en l'autre:
E • mel, la matiere est de l'energie condenses •.

II n'y a rien d'autre dans l'univers que de l'energie.

except energy.

We can therefore roplace the term tlsounding met.tor
n

by lI aounding enorgyll.

Sounding onergy or SONERGIE usos ono of tho physical sourcos of onorgy to

roach tho body : namoly air, which alloWS us to bo touchod by sound wavos.

Sounding onergy sffecte us both by hoaring and by touch. Tho music ie

projuctod by audio-tactilo systoms which communicato a vibration to us.

Whon tho tactilo auditor vibratos at tho samo wavelongth or rosonatos in

This pioco, which is entiroly ranlizod by on analog synthosizor, usos two

tochpiquDS of synthosie : 1 - additivo, 2 - mODulotion of tho Froquoncy.

For the first, 1 drow upon tho works of Joon-Cloude Rissot on tho uso of

odditivo synthosis to obtain sounds through a spoctrum of dissononco with

tho compu~or. Tho socond tochniquD colIs upon the studios of John Chowning

on tho modulotion of froquoncy by numorial syn~hosie.

NallS pouvons done remplacer Ie terme "matihre sonore" par If energie sonore".

L'energie sonore ou SOtffiaGIE utilise l'une des sources physiques d'energie pour
atteindre Ie corps: I'air, qUi DOUS permet d·~tre touche par les cndes sonores.

Ltenergie sonore nous penetre autant par l'oU1e que par Ie toucher.

La musique est projetee par des systemes audio-tactiles qui Dous communiquent una
vibration.

'Si l'auditeur-tactile vibre sur la m~me longueur d'onde ou resonne par sympathie
a cette vibration, il y a communication. Un transfert d'energie est effectue.

Notes techniques

sympsthy with thot vibrotion, a communication occure.

is brought obout.

TECHANICAL NOTES ON SOOERGIE

A trans For of onorgy

Cette piece, realisee entiercmcnt avec un synthetiseur analogique, utilise deux
techniques de synthase: 1. additive, 2. modulation de frequence. Pour la premi~­
re je me refere aces travaux de Jean-Claude Risset sur la synthese additive pour
obtenir des sons a spectres inharm~niques avec l'ordinateur. Tandis que la deuxie­
me fait appel aux etudes de John Chowning sur la modulation de frequenee par syn­
these numerique.

Cetta musique sa caracterise pas-Ie passage constant l)de sons A spectres harmoni­
ques veTS des sections au predominant des timbres inharrooniques 2).de sons rappe­
lant des timbres instrumentaux (par example: orgue, cloches tubulaires, etc.) at
des sons f~isant directement reference au synthetiseur.

EntieremBnt realise au studio· Bruit
Blanc , a Montreal.

This music is charoctor~~d by B constont m~vpment, 1 -,from sounds
...rJ>e~q" IJtJ..a.~tT'GI'1.c:."t~be-eS

with hormonic to scctions whore prodominotus,

2 _ from soundS suggostivp of instrumontal timbros, s~ch as argon,

tubulor bolls ate., to soundS diroctly rolotud to tho synthosizor •



DECA-DANSE

Je suis heureux de vivre a une epoque oG l'humanite pour

la premiere fois dans son histoire, a le pouvoir de slauto-detruire
completement et d1eliminer toute trace de vie sur la terre. Que se

soit volontairement ou par accident, notre invite, le president
Ronald Reagan, a lloccasion de rendre un immense service a llunivers

en faisant disparaltre 1 lune des pires sources de destruction qui

existent: la race humaine. Merci, president Reagan.

IIDeca-Dance ll est divise en dix parties:

10
) Technopolis

20
) You are loved

30
) Emission,speciale

40
) Mess-age d'u president

50) Bonheur Reaganien

60
) Delire Reaganien

70
) Le plus beau cadeau de Dieu

80 ) Generation x
gO) Mx

100
) Futur x

La musique a ete realisee dans sa presque totalite avec

le synthetiseur/ordinateur ~yntlavier II. Son systeme de conversion
analogique/numerique a permis entre autre de mettre en memoire des
extraits de discours du president Reagan et de les articuler,

transposer ou transformer selon une partition prealablement programmee.

Realisation: Studios McGill, Universite de Montreal, Bruit Blanc

Multi-Images: Alain Thibault (conception visuelle), Jacques Collin

(photographie et reali~ation technique), Yoshua Ben~io
(programmation par ordinateur des projecteurs),

Performance Multi-Media (collaboration)

Alain Thibault
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Mid-Summer's Meditation

Electro-acoustic Concerts

The Concordia Electro-acoustic Composers I Group (C.E.C.G.)

invites the public to two evenings of electro-acoustic music, out-of­
doors, called, IMid-Summer's Meditation'.

To take place in the quadrangle behind the Administration

Building of the Loyola Campus of Concordia University, these two different

concerts will ~eature music by the Montreal composers Marcelle Deschenes

and Alain Thibault.
Starting around 5 p.m., on Saturday the 21 st and Sunday

the 24th of July, \'Iith a performance/installation by the Montreal
fibre-artist, Doris May, of her recently completed work, IIEarthy
Delights ll the concerts will continue with works by Deschenes and

Thibault, and will be followed by environmental electro-acoustic musics

by James Tallon, Jill Bedoukian, Dave Lindsay, John Wells, Daniel Feist
and Kevin Austin. The works will be perfomed live and on tape, and will
create a continuous, gentle, meditative sound fabric, combining

sounds of the ~, the country, the mountains and the ocean.

Food can be prepared on the hibachis, and a blanket and pillow
:..

will allow you to gaze at the dusk gulls and twilight stars

and planets.

Saturday,

Sunday,
JULY
JULY

21 ,
22,

5 pm to about
5 pm to about

10 pm

10 pm

FREE -All welcome-

Quiet, restful, meditative mid-summer1s evenings,

- 30 -



:ONCORDIA
JNIVERSITY ~.~

Information
Renseignements

)epartment of Music

Communique

,
CREPUSCULE ESTIVAL

Concerts electro-acoustique

Weekdays, 9 a.m.. 5 p.m,
lundi au vendredi, 9h - 17h
482-0320, ext. 611

I
Le Groupe Electro-Acoustigue de Concordia (G.E.C.) vous

convie a deux soirees en plein air de musique electro-acoustique
intitulees IICrepuscule Estival ll

•

Ces deux differents concerts mettront en relief des oeuvres
des compositeurs Montrealais Marcelle Deschenes et Alain Thibault et
auront lieu derriere l'edifice administratif du Campus Loyola (7141

Sherbrooke 0).

Les samedi et dimanche 21 et 22 juillet, les concerts de­
buteront vers 17:00 avec une performance de la plus recente oeuvre
del ' art i s teD 0 r i s ~1 ay : II Ear thy Del i ght s II • 0n .po ur sui vr a a vec des
oeuvres de Deschenes et Thibault qui seront suivies par la musique
electro-acoustique environnementale de James Tallon, Jill Bedoukian,
Dave Lindsay, John Wells, Daniel Feist et Kevin Austin. Les oeuvres
seront executees en direct et par le biais de bandes magnetiques,
elles creeront une texture sono~e meditative continue et legere,
combinant des sons urbains, ruraux, alpins et marins.

On peut preparer sa nourriture sur les hibachis. Une cou­
verture et un coussin vous permettront de contempler l~s mouettes,
etoiles et planetes a la tombee du jour.

Samedi ,le 21 juillet, de 17:00 a environ 22:00
Dimanche, le 22 juillet, de 17:00 a environ 22:00

Admission GRATUITE - Tous sont bienvenus -

Soirees de la mi-ete, calmes, reposantes et meditatives.

entree Iibre/free admission
7141 Sherbrooke Street West
Montreal, H4B 1R6



Notes and other information about these concerts.

EARTHY DELIGHTS, in performance by Doris May, is a work about
her and her thoughts, feelings and being. A work, the"fibre

of which comes from her present and her past, comments and.
sings of her life, past and present. Sounds taken from the

environment and texts from the Bible, and her own re-writing,
with commentary, on the creation. Voices, sounds of children,

song, whales and birds, wrapped with wool and love.
The tape was prepared between late 1983, and June 1984, with

the assistance of Kevin Austin.

MARCELLE DESCHENES is one of the two other featured composers in

these concerts. Jour J, which is play~d in both concerts,
Op~ra Lilliput pour 6 'roches molles, and Pot Pourrt are part
of her collected oeuvres of tape works. Notes on these works
can be found on following pages.

The collected works of ALAIN THIBAULT, for the first time presented
in one concert series,are the third course in this summer treat

!, " .

of sounds. Part of Pot Pourri and his four' electro-acoustic
works, in order of composition, Sonergie, Quarks' Muzik, Deca-Dance,

and LL.V.I.S., will be played revealing this talented young
composer's mastery of style, medium and idea, in his character­

istically virtuouse output.

The fourth course is the beginning of the continuous sound
tapestry that will ~haracterize the rest of the evening. With
Roadside Litter of James Tallon, and Trenholme Park After Dark of
Jill Bedoukian, both of which will be cross-faded into Wave Link
One and Too (respectively), we have city soundscape sonic frescos.
The ocean supersedes the sound of buses and M~tro.

SUN and S.L Scape - Sunintr:oduce the aspect 'oflive performance
for the first time in a more prominent fashion in the evenings
unfoldings.

Remarkably similar in form and construction, these two works
evolve in markedly different ways or the two evenings.



Tonight, the web of sound will thin, and the world premi~re of

Like an empty road descending, by James Tallon, will lazily spread

itself out. Composed in the summer of 1983, and finished in the

summer of 1984, this multi-movement work calls upon conscious and

un-conscious recollection of a non-equally tempered tune that

threads its presents throughout.

The sound fabric will weave itself back into the full acoustical

space available, and will slowly give way to a performance of
Whale Song #1, by Dave Lindsay. This work, which recently received

its national radio broadcast premiere, relates a descent from air

into ocean. The fabric continues to open, unfold and be.

Bog the Frog of Jill Bedoukian and Kevin Austin will insinuate

itself i ntot he pre vail i ng t ext ur e, whi 1e Star Wi nk crea t es a

cantus firmus. The blending of Click-Clap,.for live performers

and synthesizers will pass un-noticed to the watchful ear.

The 1ast two works of the even; ng, Tears of ealy morning rain and

cat fade away, and By'ou in the morning, bri ng the summer twi 1 i ght

meditation to a peaceful conclusion.

K.A.

Please feel free to cook on the hibachi.
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Alain Thibault

Nous nous trouvons a 1lint~rieur dlun labyrinthe vivant. \
Llespace et le temps sont lesformes de ce labyrinthe.
E.L.V.I.S. est une construction artificielle, un ARTEFACT,
destin~ a nous aider a trouver l'issLJe, une issue qui change constamment.
E.t.V.I.S. nlest pas une religion, mais une technologie tr~s avanc~e.
Quand on se d~gage du labyrinthe nous sommes liberesde 1'espace.et·du temps.

* E.L.V.I.S. (1984)
Electro-Lux, Vertige Illimit~ Synth~tique
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Les sections de la piece sont deduites des huit phases de mutation de la
vie decrites dans le livre de Timothy' Leary liLa Revolution Cosmiqueu.
II ••• le robot bio1ogique pour slenvoler vers les ~toiles, doit rentrer .
en soi -meme, deveni r maitre de son corps, de son cerveau, de son ADN 11

(1. Leary)
Al ain Thi bault

I.

~

La r~a1isation de cette oeuvre a ~t~ rendue possible grace a la 9~nereuse

contribution du fond de developpement de 1a reche~che, Campagne des annees
80, et du programme~InterventionNouvelle, Art et Innovation du Ministere
des Affai res Cu 1turell es du Quebec. .

.. -..~ ~""" .. '...._.,..---.-~ ....- ....'...

La musique a ete realisee dans1e studio de la Faculte de Musiquede~lIUni­

versttEL.~e .MOr1tr~al.~a1 n~LgI,L~~U.. ~tu~tp,B.Tl!i~. BJ..~D.c ..~~_
\,
\
!
("

l
I
L...-.........--__ ---..._ .~ ,.w.,.:.o..'"'--, .• -"--._•. " .. -:, 4.~ _" ."' ~ ' ~ .. :; •• _-," .• '-.. " .~~ • ." .·d.. ,· .-.. ""J~".i,i.:~~7;.~~"':'1..:::,:,;~.",."



l.S3M "0
c:
8 'E
III .c

(J) I-

3. .
.%/". i

""'-.........

EAST

/";,--....-.
DELPHINUS

i.----.

I
I­
:::>
o
en

• "X'"
\/1 ;§:'
IXJ~

Iq;­
/0

/1.:.
/.::J~

10
l(q

I
I"

/ ~

/ A..'
10

/(q

/ (q"
I 0

#- Eni!



R"b~ 5,k~rtt«

Suscu\ cl~~,",

N~t ~'~wL\vTtn1AA

Ey;, ~r,,~

YVttJ Daoust

Chr;Jfi~ Ca{~

D.eni.5 L.c r r 4.i~

TCl~i ~k~ teJt\4\?{a-1\

j~ku&\ luJoW.i~

l'\aY'Ll~ ~,Un~

~~ 1hiba.Jt
~y_~l~

~,~ 1)~~i~

No rrnUtt\ 'i~r~

~t.e+1J~ \)i~

JOhn c-elOl\"-
Ta.m Wc~~MM'\..-

~. frZlltjOi5 ~,~

s~v~ c~(~

0\~~\t~ 1)'lA\f1C\.

TtM Gl~m~t

Doris m,,-~

AI\t\4 :;,"~~

~~~~.$rWooJ

'Da.ni d.. 'T'0"ssa:-iItt
~ C;ink.

Dcnn~ ~~

W~~~~
FrMc.'~ Nu(

M;M~ ~lo.,,\uSl.~~

Ft-t~"' ~,~h~

J,,~ Oljvv

c..\AAk ',~.w

~~ V-if1'h~

~c~ "r'~
A~ ~vo,~

Dtl\i5 I-\!~"

\'~t lh£b~#

?'u,..'" ~AAvi*,
C.\AA~ ~vi9~

· 4"Si1i~s
(t05)

lX\v,~ \~~

Al~ Va.uji~

,,~ ~"Ys~k

t'aM1 0"l~

~lll "';l\~

~~~~~

~~tt,.. 5,,""~~v~

1)dM~ F~t

~v~ ~5~~

TckJt W~

)~l~

~~~ ~; J1Jsa.y I

Ji l\ ~J,u.~~

shaUf)t W(

~~'"~
~v{cl St4er
)-eQ,rt ..Q(~~ S~LU~

1o"'t\ ~ t~t"'r~

H~r~ ~uJw--)g~



54mm~ 1'1 84 .

R"bcf 5,k~rt!«'JI

S'lSaA Cld~,",\111

N~t '5cl1w"'v\"tn1M\1
EY'i" ~r,,~'"

YVttJ Daoustllil

C~t'i,ti~ Ca(~l1 .

D.eni.S Lc rr4.l~\l1l

TCl~;-tk4. teJ~\u(LJ\'

Jo,~u~ ~J~i~'

l'\aYul\a ~,\wn~1ktf

Pt~ 1~H~a.Jt ~

~y~ '4cl~ UII

~\~ 1)~t\i~ \1

NorrnLU1J ~~r~"
~t.et1J~ 1)i~ I

JOht\ C~lOl1",--1\1

To.m Wcr~~(

~. FI'"l'JtjOi5 ~,~\'l

S~\I~ C~(~,

0\y~,"~ 1)'-\A\n~\\

TiM Gl~mMtl

DorIs ma.~"

AI\t\4 ~~~~I

~~~~~ru.\\)J1111

"Dctrti~ 'To u$XUnt \l

~ C;lnk'"
Do",,~ ~;.k I

W~~~~1

FrM~i~ Nu{ } ,

\l\;M~ ~lorn\ust·~~1

Ft-€~'-D ~/~k~ \

:rc~ 0liv.e-r I

C.\.AAk 'c.k1>tot" I

\-hw~ V-ir1'h~ ,

~cluJ "r'~\\

A~ ~vo,~ I

Dtnl, L\~~" I

~CWrl l~b~.. ll

?'Uf,", ~AAV&#\. \\

~rv '~Ja y~yk I

~csi1i,,"S

(lOS'

~v,c\ \~~ J

A\~ Vau~i~ I .

,,~ S"rs~k II

f'a.u{ O"l~ J

~,ll '";l\~ ,

~~~~~l

.~~tt" 5~J.\Wtyk I

ndMd.· F~t~

It /1 ~via ~5J..l-\ mr t.rtf"
, mr IJff LM' un lH1

)~ft W~I

)CY1\h -r~mr
\

~~w. li rtJsaA(H11 I

Jll\ ~J,u.~~ijt1
II

shaW}1 .~


