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incantatory vocal idioms of Indian music, of Japanese Noh, and the Korean P'ansori.
They allow the performers full flexibility for interpretation while defining their terms
of reference with traditional precision.

Here is the central problem: Scelsi's terms of reference are utterly eccentric to
those of contemporary musical life. It is difficult to find any modern composer whom
he resembles. His music is melodic, yet with such a daring conception of melody that
the appellation seems wholly inadequate; timbre and texture interpenetrate, yet the
result is totally unlike Ligeti, rich and pungent; he makes us listen to the single note,
yet the Canti del Capricorno are possessed of an almost demonic energy; the rhythms
are those of eastern dance (perhaps of whirling dervishes), yet at their centre is a
transcendant calm. This is meditation, but in its dynamic mode. The text is phonetic
and apparently meaningless, yet here is no world of Dada play-pens: Scelsi's syllables
conjure up children of an Idumean night whose wild prattle trembles on and beyond
the normal borders of the expressible. When interpreted by such a persuasive sirene as
Miss Hirayama we have at least the illusion of melting the 'transparent glacier of
flights unknown'.

Like Ives before him Scelsi is an amateur, in the best and truest sense. What he does
is for the thing itself, devoid of the insinuating corruption of compromise. He presents
the emergency of creation raw, intuitively, and without guile. His work is primitive,
in the exact meaning of the word: it proposes a dawn. He forces us to ask again the
definition and function of music, and to reconsider its boundaries. These are the
attributes of great art.

LETTER TO THE EDITOR

from ANDREW BYRNE

In her article on Stravinsky in TEMPO No. 141, Clare Hogan makes some rather confusing remarks (p. 28)
concerning Requiem Canticles.

Referring to the article and charts by Claudio Spies in his analysis in Perspectives of New Music (duly
acknowledged) she says of the Lacrimosa movement: 'the change-over from IRa to IRb (vertical) in the
strings Ishould this not be flutes? J at bar 245 occurs just as the contralto changes from IRb to IRa (linear); her
common note G acts as a pivot'.

Actually the change from IRb to IRa in the alto does not occur until bar 250 by which time the flutes are
well into IRa verticals and, in fact, starting the fourth of them. The pivot G is actually the first note of the
alto's IRb—not, as is implied, the pivot to IRa.

Clare Hogan then continues: "The identical pitch content of Ia-4, IRb-2, and Ra-4 is exposed at bar 257
. . .'. A glance at Spies's full chart in his article shows that there is not identical pitch content between these
three, only between the first two. His analysis quotes the whole section from bar 254 to the end and, of
course, gets the sets right. These kind of articles are complicated and perhaps I have misunderstood the
nomenclature in Miss Hogan's article. However the Spies analysis, which she is obviously familiar with,
seems correct.

There also seems to be a misprint on p. 28 line 4 where 'Il-f should surely be 'Ia-l'? [Agreed—Ed.]
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January 16-31

AZIMUTH
". . . one of the leading chamber ensembles in modern jazz"

and

GORDON BECK NONET
—playing music from the 'Sundbird' album

London, Leicester, Darlington, Manchester, Sheffield, Leeds,
Brighton, Bristol, Kendal, Birmingham, Coventry

February 6-21

JOHN ALLDIS CHOIR
Bono The Cries of London
Birtwistie On the Sheer Threshold of the Night
Britten Hymn to St. Cecilia
Bedford The Golden Wine is Drunk
Gabriel! madrigals

London, Birmingham, Cheltenham, Bristol, Leeds,
Radcliffe-on-Trent, Darlington, Durham, Rosehill, Manchester

February 27-March 13

ELECTRONIC MUSIC NOW
from live electronics and tape to computer-generated sounds

Tim Souster sound projection John Wallace trumpet, flugelhorn
Roger Smalley Echo III Michael McNabb Dreamsong
Alejandro Vlnao Go Denis Smalley Vortex (new work)

Jonathan Harvey Mortuos Plango, Vivos Voco
Tim Souster The Transistor Radio of St Narcissus (new work)

London, Leicester, Manchester, Leeds, Keele, Liverpool,
Darlington, Durham, Sheffield, Nottingham, Wells, Bristol, Cardiff

March 6-18

SONGMAKERS' ALMANAC
Philip Langridge, Miriam Bowen, Caroline Friend, Linda Finnie,

Linda Hirst, Graham Johnson
Janacek Diary of One who Disappeared
Robin Holloway Women in War (new work)
Bridge, Ireland, Hoist, Gurney Songs from World War I

London, Sheffield, York, Halifax, Hull, Luton, Boston, Lancaster,
Liverpool

A leaflet giving full details of all concerts is available from Music
Department, Arts Council of G.B., 105 Piccadilly, London W1
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