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In 1968 I had this notion that music could be read like a 
book. You know, you might piclc up a book you don't know 
and arbítrarily turn to a page and start reading--perhaps 
there is a story there--or something that sparks your interest, 
then you go to another page, and there is something else, 
maybe a description of a character. If you buy the book you 
can read it ali. To me, art is the life of the imaginatíon, I went 
to a paintíng and immediately focused on a particular detail; 
that detail became the en tire painting. Ali of this because at 
the time I was asking myself, How can I make the music I'm 
writing more flexible? History has it that once it's written 
down, that's the way it goes. Well, I was never keen on an 
enforced tradition that would dictate history. Especially 
when it carne to culture (art). To redefine must mean that 
somewhere down the line you must have believed in some­
thing you no longer believe in, so you redefine it--or some­
thing was defíned for you, so you carne to believe that defini­
tíon. 1 never even bothered to look up the defínítion of 
music or musiclan untíl I started to write this paper. I don't 
like it, but it's certainly in step with the law. My definition of 
a musiclan (if you're interested) is someone in the service of 
music and/or someone who has surrendered to a sound or 
sounds that make that person tick, Four years ago I was 
asked when I decided to be a musician, and for the life of 
me, I couldn't answer that question.And I still can't. I am not 
here to redefine music but to define what music is to me. I 

picked up sorne music notation that I had written and 
approached it the same way I did that book and that paint­
ing and I isolated severa) areas, I then took each area and 
developed them through improvisation. (I am not crazy 
about that word, either--I prefer to think of an improviser as 
an intuitor, and the act of improvising as intuiting--but I'll 
continue to use the word "improvisation" in this text. You'Il 
know what I mean.) I then read the piece left to right, left to 
right, down (as one would read notation). It worked quite 
well and helped to soothe, but still did not answer my ques­
tion. Now to do this with other instruments--new challenge: 
how to make yourself understood•-this again worked well, 
but I found myself wanting to tell the instrumentalist to stay 
in this or that area longer, or change the articulation, dynam­
íc, or pulse of the phrase. I resisted, but I was beginning to 
hear a new life for my notations. 

In 1971 I moved from Los Angeles to Oakland, where I 
encountered a larger community of like-minded musi­
cians. Here I met two very important people who were 
instrumental in the development of what I now cal! 
Conduction, Charles Moffett and Jackie Hairston. Charles 
Moffett had a rehearsal band at what was called Club 7; 
we played compositions, but from time to time Charles 
would literally conduct the compositions and ensemble 
improvisations; I say literally, because he would slow them 
down or speed them up or give accents for the band to 
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Conductíon (conducted lmprovisation) is a means by which a conductor 
may compase, (re)orchestrate, (re)arrange and sculpt with notated and non­
notated music. 

Using a vocabulary of signs and gestures, many within the general glossary of 
traditional conducting, the conductor may alter or initiate rhythm, melody, har­
mony, not to exclude the development of farm/structure, both extended and 
common, and the instantaneous change in articulation, phrasing, and meter. 
lndefinite repeats of a phrase or measures may now be at the discretion of the 
new Composer on the Podíum. 

Signs such as memory may be utilized to recall a particular moment and Literal 
Movement is a gesture used as a real-time graphic notation. 

Conducting is no longer a mere method far an interpretation but a viable con­
nection to the process of composition, and the process itself. The act of 
Conduction is a vocabulary far the improvising ensemble. 

In the past fifty years, the international community of improvisers has grown at 
such a rate that it has farged its own in defining its present future. The geo­
graphic exchange of musics (not category) has enriched this community and 
holds it steadfast in its mission to be the medium with an appetite far express­
ing the moment. It is this Collectíve Jmagínatíon that is presenting the new 
challenge to technology and tradition with the hope of helping in the humani­
tarian need to broaden the Ianguage of communication. 

Here and now we have the possibility of helping to open new doors of employ­
ment to a community that has patiently awaited its turn to pave the way to the 
New Tradítíon, a product equal to the challenge. 

Yours in Art, 
Lawrence D. "Butch" Morris 
Composer/Conductor of lmprovised Music 
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INTRODUCTION TO CONDUCTION VOCABULARY 

The conduction vocabulary developed from the need (ar 
desire) to interact and/or to create a spontaneous improvisa­
tional dialogue with the music, musicians, and environment. 

First, and most important, there is no music to look 
at. There is only the conductor, and the conductor needs 
your attention 100 percent of the time. It never fails that 
someone will always look away when the music needs 
them the most. 

Conduction is process and product, ensemble music, 
teamwork. It is a music of personal histories and individuals. 
It is not limited to style ar category. It is not jazz, blues, pop, 
classical, free, and so farth, although it may encompass all ar 
none of them. Finally, all are misleading. It is the conductor's 
responsibility to mold this simultaneous synthesis of sound 
and organization into one ensemble. Your personality should 
always be in your music. When you are not playing, you 
should be thinking of what you would be playing. You must 
make music all the time, whatever you think music is. 

Respond to what (you think) you hear or see ar under­
stand. Execution must be deliberate and decisive. 

Conduction is an ensemble music. Its vocabulary is 
interpretive. The student must pay attention to the language 
of the body and the batan. 

\ CONDUCTION VOCABULARY-SIGNS & GESTURES ( 
•

Down Beat is used after a preparatory command. Usually 
given with the batan, but may be given with the left hand 
ar body. 

Sustain (chord ar continuous sound) left hand extended, 
palm up, fallowed by down beat. 

Repeat (three circumstances) 1) If you are not playing-you 
must create something to repeat 2) If you are playing some­
thing-the conductor would like to hear it again 3) If some­
one is playing something, and the conductor would like you 
to play it-the sign far repeat is given with the left hand to 
farm the letter "U." 

All are given with down beats. 

Mock (ar mimíc} (similar to repeat #3) You are to mock a 
player ar sound. The conductor will point to the left ear, 
then to the player ar area of sound to be mocked. This is fal­
lowed by a down beat. 

Dynamícs {loud soft} Raising the palms up far loud, down 
far soft. There is immediate response to this gesture, with no 
down beat. 

Or, a clenched fist in the chest area far loud, left hand fin­
ger to lips far soft, both given with down beat. 

Mem01y If a particular section ar phrase is to be committed 
to memory the conductor will point, with left hand to (left) 
temple and designate a number with left hand (using fingers 
as the number). When this action (ieft hand to temple and 
number) is repeated with a down beat, you are to recall that 

particular area. Whatever you were playing when the num­
ber designation was given is what you will return to when it 
is given with down beat. 

---Hold (don 't play) Left palm facing ensemble. This is usually 
given when the conductor wants to give a preparatory com­
mand. This is done to give the ensemble ample time to 
understand the direction. 

Change in tonalíty (key ar tonal center} Left hand thumb 
up ar down, with down beat. 

Division of Ensemble Slicing motion with left hand, to sep­
arate ar divide the ensemble in parts ar sections. 

Time (pulse} is given with the batan, tapping rate of 
desired time.This may be given with a down beat ar asked 
far as an immediate response. 

Rhythm is given with the batan as if beating a rhythmic 
figure in mid-air. The left hand marks the beginning of the 
phrase. A down beat is given to begin, generally preceded 
by a hold. 

Develop (ar go on) is given to indicate when the musi­
cian is to develop a phrase, a repeat, or sanie area. This is 
done by pointing with the right hand to the extreme 
right (f lank), arm extended. This may be done with ar 
without a down beat. 

Contínue in this way Pointing finger of left hand-(two) 
little circles directed at the musician you wish to continue a 
developmental process. 

Expand is used to develop a phrase ar area, then to bring it 
back.This is done by placing both hands .in front of the body 
(extended arms) together (far the phrase) then separating 
the hands far the development. 

Entry (come in ar feature} A wave of the hand, as if to 
beckon-to improvise.The response is immediate. 

Literal Movement The sign far this command is to place 
the batan parallel to the body, in front of the face, after 
which the batan serves as a too! far mid-air graphics. In lit­
eral movement, and ali graphic infarmation, the lower the 
batan, the lower the sound on the instrument. The higher 
the batan, the higher the sound. The down beat is the 
beginning of the gesture. 

Panorama (pan ar panning) The sign far pan is the batan 
upside-down parallel to the body, the down beat is when 
the batan moves across the ensemble. 1) If you are not play­
ing-when the batan enters your physical (body) field, you 
play. When the batan is out of your field, you stop. 2) If you 
are playing when the sign far panorama is given-it is the 
exact opposite of # 1. As the batan enters your field, you stop 
playing. When the batan departs, you begin. 
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Melodic Movement is a gesture used to suggest melody.This 
can be done in a variety of ways-I have used it by beating 
time with the left hand and giving graphic information with 
the right hand. This is done with a preparatory command, 
without stopping the movement, giving a down beat.

\\ In theory, ali gestures are open to interpretation. However, a 

graphic movement such as: nunununLJ should not
. _______ fl sound hke: 

All of the music in this collection was created using this 
vocabulary, yet this is only a small amount of information for 
transmission . .The improviser must bring a personal skiU to, 
the interpretation and the conductor must have a feeling for 

· which direction to take it.

rAs you can imagine, there are a lot of questions in a condu~
u

�
c 

1 
tion workshop or rehearsal. I try to let the ensemble answer • 

íl their own questions so as not to limit its interpretive ··
lf�sponse. - ·

All inquiries about Conduction can be made directly to: 

Sound Vision Collision, Inc. 
219 East 7th Street, #5 
New York, NY 10009 

INTRODUCTION, TAKE ONE 

Lawrence D. "Butch" Morris is a phenomenon who holds 
the distinction of sustaining his uniqueness against devilish 
odds. Add here the difficulties encountered when one 
attempts something more than what he is initially recog· 
nized for-in this case, a noted improviser-and the stature 
of Mr. Morris's accomplishments grow. Quite simply, the bril­
liance of his playing opened up other provocations which, 
in Conduction, seem to have found their true form: embody­
ing an orchestral event as an improvisation whose medium 
is the conductor-composer. 

Sound does possess capacities for magic. That is why the 
stakes are high. I mean this, as well, in the classical sense: as 
a mediator that brings about changes in life and things. Is 
not that why certain sounds and musics move us so deeply? 
Because we hear in them something we desire to emulate, 
something that opens up to us unusual emotions and 
thoughts, new sensations, tastes, colors, a heightened ability 
to dream with eyes open? 

To comprehend this is laudable; to discern a way out of 
the ordinary to invigorate it for our time and sensibility is 
quite another. That Butch Morris continues to offer his por­
tian of that gift to us is a wonderful thing. And the event and 
ephemeral community that spring from it? The kind of 
receptivity and responsiveness that Conduction requires, the 
rapport it evokes, on the brink, balanced ever so precarious­
ly between cacophony and revelation, seduction and con­
summation, is also unique. In a very real sense, it allows us to 
envision a kind of society that mirrors and transforms the 
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sometimes ludicrous, strangely pathetic, humorous, horrify­
ing, multifarious spectacle of everyday life. 

But this is part of Conduction's appeal. It offers the 
kind of sanity that great passions prefer and that the poetic 
clarifies, however and whenever it enters the fray. It is as 
much the sanity that dreams embody when we !et them 
speak with the same forces or faces that they were boro 
with as the irrationality we disembody when we choose 
instead to say little or to stay mute. That Conduction avails 
itself of both, preferring what is most human over what 
might be called most beautiful, makes it more compelling. 
And it is this which grants to Conduction liberties found in 
the most vivacious encounters. Certainly as you listen you 
will find out for yourself how you measure it and how, in 
turn, it measures you. 

As such, Testament:A Conduction Collection is not to be 
taken lightly or perhaps it is to be taken with excessive 
lightness, a lightness akin to flight itself. In any event, birds 
that fly for pleasure also do so to eat and to guard their terri­
tory, among other actions. Extraordinary creatures! They take 
the one with the other and then find the one in the other. 
Their exultation allows them such largess. Have they ever 
known a moment when they were forced to discriminate 
for one and not the other? Butch Morris, too, is part of that 
company.The practicalities of his music making do not inter­
fere with the greater implications at work, and which he 
prepares for and lets loose whenever and wherever he can. 

Listen closely, perhaps you'll catch the beating of the air 
beneath the powerful strokes of the ensemble's wings. 
Perhaps you '11 wonder why the high-pitched squeals and 
heavy bass bows arcing down deep into the earth at your 
feet don't, at the same time, dispute just who'll soar and 
when. Perhaps you'll begin to ask the same sort of questions 
that they do when they've finished searching for answers. 
Perhaps, an aerialist yourself, you'll know just where you 
stand or float in the open, natural orders whirring about 
you. Perhaps, given the choice, you wouldn't want it any 
other way. 

Magic, poetic magic, demands as much. It is a reciprocity 
that places ali involved, players and audience alike, in an 
exceptional state. 

For this moment, too, what difference really exists, for 
instance, between the dazzling warble of a thrush, the rum­
bling crack of a frozen lake just beginning to melt, the roar 
of a tornado, or the undertones of the solar wind? 

Their differences perhaps are of degree and usefulness. 
Their interrelationships also call for a re-creation, with the 
one heard, and dramatically at that, in the other. Neither is 
lost, yet each is transformed. 

There are moments, too, when during a Conduction, 
Butch Morris will seem to distance himself from the event, 
listening perhaps to something not so precisely present 
but implied by what preceded it and by what may come. 
Such freedom to accept or refuse immediacy while sustain­
ing the momentum that makes it happen is both endearing 
and exceptional. The machine in acceleration need not 
determine the imagination that devised it. Humor enters 
here, as well as another possibility which lesser creators do 
well to fear, so prevent themselves from expressing: failure, 
opacity-a possibility quite necessary to establishing the 







makes Conduction more intriguing to its various audiences, 
Morris  also recognizes this as an aspect central to 
Conduction itself and its relation to strictly jazz-inspired ar 
strictly notated orchestral music. In this regard, Conduction 
presents a challenge with more than enough duels fought 
to its credit. It is a challenge not to fargo the complexities 
and exaltations of embodiment. It is also a challenge not to 
limit embodiment to the human farm alone. 

"First music, then theater" also suggests a methodology 
far dramatic creation that opera, far one, <loes not satisfy. 
Operas are usually composed as musical tableaus of a previ­
ous event. The tale having been told, music is now its medi­
um, with a libretto soon to follow. Make the event, ar 
events, and their telling flower from within the music, how­
ever that can be accomplished, and you have an opening 
that Conduction can enter through. It is an opening that 
implies theater immediately vía the rich collaborative 
atmosphere of Conduction, but now between each theatri­
cal element and on the same plane. 

This vision of theater in metamorphosis, that also inten­
sifies each contributing mechanism, is not new-far from it. 
But in a period such as ours, where theater is much less 
influential than music, to have this given back to theater by 
a composer is a sign of hope worthy of respect. 

Is the future of Conduction tied this much to theater and 
theatrical modes? In the narrow sense of the term, the the­
atre we are accustomed to, no.As an envisioning of a kind of 
theatre that we are transfarmed by-an extra-lucid, poetic, 
rebellious theatre--I believe it is. 

In the jungle, the moon steps lightly between thick, 

funy Jeaves that droop from the heaviness of night and 
heat. Sirens, who rarely lose their way, tempt even them­
selves to stop and stare at the green, Juminous eyes cir­
cling just above their heads. Tonight, they think, is differ­
ent. Tonight, with all their caution ground to dust between 
their fingers, they will search again far a man, a woman, 
to satisfy their hunger. And as they search they will dream 
of how it was and what is to come. Make no mistake. Their 
claws are as dangerous as the beauty of their haú; the 
stealthy pad of their feet, and the shadows of their victims
that they keep in a small pouch of woven grass hanging 
from their necks. 

What does it matter that they are ali but forgotten? In 
the distinct immensity of their thought foghorns from far­
off cities gambol with picket fences set on fire by a care­
Jess child. Here and there, the Jacy, streaming clouds spell 
their names in the wefts of the sky: Cindy, Gretchen, Elisa.
Here and there, they bend down, moaning, to the damp 
earth and lick up the Jost tears of the stars. Here and 
there, they throw their wonderful heads back upan their 

shoulders and Jaugh, knowing ali too well that dawn will 
exile them to the testaments of their passions and the 
Jubricity of their silence. 

They walk, perfectly nude, tasting with the tips of their 
tangues, like fledging birds, the perfumes by which they 
know they have arrived. Some, given to dance, throw 
themselves about in the clearings they chance upan. In 
brief rendezvous they forget the compassion that their 
breed instills, and tear at each other in diabolical fren-
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zies. And then, as if wishing to make up far what over­
came them, they suelde the wounds that weep from the 
flesh of their comrades. They do this with the same kind 
of ritual satisfaction they would expend on any Jover they 
fancied far a thrill. "If this blood is tasty," they think, "that 
will be so much more!" 

Then they rise, dust themselves off, give each other the 
quick, delicious kiss of their solitude and separate. Far 
them, and far the others, there is only one thing Jeft, which 
they ali hear at the same moment and which spikes their 

desperation: a saxophone, without merey, deveining the 
blues with an upswelfing tremar of spectral accomplices. 
And the encounter becomes the measure with which they 
Judge their delight. 

* * * 

They have arrived, one after the other, panting, the 
sweat rolling off their flesh. The forest Just behind them a 
daI1(, impenetrable fine that curves with the same pre­
monit01y Just of their thighs, calves, waist and up to the 
tart pulse of their nipples. 

Beside a Jarge lake, on a makeshift stage bordered on 
one side by coconut palms and on the other by a scrim 
painted to resemble the midnight fables of any cíty on 
the run, play thirteen musicians to a conductor who, Jike 
the sirens at their moments of sudden meditation, is as
still as an anchorite and then, sensing the moment, sus­
tains an effect that gathers into itself ali the momentum 
that brought them here. Far he speaks the same Janguage 
that they pass between themselves, in secret, after the 
hunt, during their Jeisure. 

It is a language of slim clarions dressed to the nines, 
strung with bayou fetishes and Jeft to harden in the blood­
beat of a subway train. It is a Janguage that they, knowing 
how perilous their hunts can be, offer only to themselves. 

And they approach, gathering about the stage, each 
choosing one musician, and only one, to captivate 
through the ensuing hours. And the music, the music, 
creeps under their skin, dissolving their conceits with the 
slow acid of sheets infested with sex. 

* * * 

Take notice, sirens, the ages have not abandoned you.
Only in your solitude did you believe in your exile. Only 
in your despair did you escape to the jungles that inhabit 
our dreams. Here, great discovery! your nude bodies­
teeth to air, eyes to visions-feel more naked. Here, fleet­
ing, sparse impressions-branchtree haip, fountain bas­
soon-infect your freedom. Here, opulent lips conjure the
silence that touched your thirst, back there, in the shelter 
of lianas and elephant-eared Jea ves. Here, what possesses 
you nmv, this strange effervescence, will forever color 
what satiates you then. 

With the sun nothing is fargotten or fargiven .... 









CONCLUSION, TAKE 2 

... his voice on the phone is quite persistent. "But I want 
to know why Conduction is important for you. When there 
won't be so much money available; when people will collab­
orate as they're not so used to ... " 

Perfectly put. And the circle turns once again. 1995?-a 
quick hand in a shallow pocket. What's left? The chance to 
say something straight out-an act of communication, 
receptivity and response, pristine, "to give them a jewel," 
Butch adds. 

Security has little place here. Years ago I wrote, "Let the 
wind take me I have nothing to lose."That's the sense of it.A 
<loor suddenly blown open, blown off its hinges. A liberty 
that stuns for having come so fitfully. 

Conduction is its name. Its time is now and will always 
be no11� The ensemble settling down, settling in, leaning up, 
attentive, attending ... launching forth. 

The collective imagination of the ensemble. 
As I said, a "drama of consciousness." 
T hat speaks as much to itself as to the historical 

moment it flowers through. Because we're here. We've 
turned the comer. 

And met a man whose joy makes dreaming imperative. 
Conclusion? How could I? The music strikes, overflows, 

extravasates, calms, and reaps its fine dark whirlwinds that 
grow as subtle as a kiss after a too, too wonderful day. 

Taken or given, the effect's about equal, however you 
look at it. 

And I, that's easy, I can't get enough ... 

Afian Graubard is a poet, playwright, writer, and critic. lvlodette, 
his music-theater collaboration with Butch Morris, was last seen 
May 1995 at Aaron Davis Hall, NYC, in the New Visions, New Voices 
Series. In 1993 he published Far Alejandra, an evocation of noted 
South American poet Alejandra Pizarnik, and, in 1992, a collection 
of poems, Glimpses from a fleeing window. His plays have been 
performed in New York and elsewhere, 

- w- -- mm1mwmm1mN mmtmNm�dmn1- -✓- - -
= """"" "' :: = ""= "" � "'� ,,,-"':::�;;-� 

CONDUCTION NO. 50, P3 Art and Environment, Tokyo, 
Japan, March 5, 1995. Ensemble: Shonosuke Okura {ohtuzu­
mi), Michihiro Sato {tugaru syamisen), Yumiko Tanaka 
(gidayu), Hikaru Sawai {koto), Kim Dae Hwan (percussion), 
Yoshihide Otomo {turntables), Keizo Mizoiri {bass), Haruna 
Miyake {piano), Asuka Kaneko {electric violin), Tomomi 
Adachi {voice), Motoharu Yoshizawa {electric vertical bass), 
Ayuo Takahashi {zheng). 

CONDUCTION NO. 49, P3 Art and Enviroment, Tokyo, Japan, 
March 4, 1995. Ensemble: Shonosuke Okura {ohtuzumi), 
Yukihiro Isso {nokan), Michihiro Sato {tugaru syamisen) ,Yumiko 
Tanaka {gidayu), Hikaru Sawai {koto), Kim Dae Hwan {percus­
sion), Yoshihide Otomo {turntables), Keizo Mizoiri {bass), 
Haruna Miyake (piano),Asuka Kaneko {electric violin),Tomomi 
Adachi {voice), Motoharu Yoshizawa {electric vertical bass), 

14 

CONDUCTION NO. 48, ART T OWER Mito, Japan, 
February 26, 1995. 
Ensemble: Sachiko Nagato {percussion), Mamoru Fujieda 
{computer), Kenichi Takeda {taisyou-koto), Kizan Daiyoshi 
(shakuhachi), Masaki Shimizu {bass), Tomomi Adachi {voice), 
Yoshinori Kotaka, Minako Oya, Shiho Nagoya, Aki Satho {vio­
lin), Shinya Otsuka, Hironobu Kotaka (viola), Koichi Fukada, 
Yoshihiro Okada, Kazue Shimada, Kazuyo Miyoshi (voice), 
Taeko Osato, Ken Takahashi {flute), Kiyoshi Onishi, Kiyoshi 
Ouchi (hom), Yutaka Fukuchi, Masashi Iwasawa {trumpet), 
Nobutaka Konashi, Junzi Sakurai (trombone), Yuko Fukasaku, 
Mari e Abe {percussion), Yoko Yagisawa {piano), Hitoshi 
Sakamoto, Ryu Jun Ando, Ryo Tofukuji {contrabass), 

CONDUCTION NO. 47, WUPPERTAL TESTAMENT, Wup­
pertal, Germany,January 26, 1995. 
Ensemble: Saviya Yannator, Caerina De Re, Judith Amber 
{voice), Roderich Stumm {drums), Janek Klaus, Gunther 
Pitscheider, Andreas J. Leep, Andre Issel {bass), Barbara 
Meyer, Y ngo Stanelle (alto sax), Andre Linnepe, Robin 
Scheffel (guitar), Justin Sebastian {trumpet), Karola Pasquay, 
Angelika Flacke (flute), Katrin Scholl, Cunda Gottschalk, 
Christophe Y rmer, Marco Cristofolini {violin), Stefan Kerne 
{soprano sax), Jam Keller {contrabass), Mathias Beck {cella), 
Axe! Kottsieper {clarinet). 

CONDUCTION NO. 46, VERONA SKYSCRAPER, 
Verona,Italy,June 27, 1995. 
Ensemble: J. A. Deane {trombone, electronics), Stefano Benini 
{flute), Marco Pasetto (clarinet), Rizzardo Piazzi {alto sax), 
Francesco Bearzatti {bass clarinet), Zeena Parkins (harp), 
Myra Melford {piano), Riccardo Massari {piano), Bill Horvitz 
{electric guitar), Cario Ceriani {acoustic guitar), Gianni 
Sabbioni (bass), Salva to re Majo re ( electric bass), Roberto 
"Bobo " Facchinetti (drums), Le Quan Ninh (percussion), 

CONDUCTION NO. 45, LE CHAUX DE FOND S, Le 
Chaux de Fonds, Switzerland, September 3, 1994. 
Ensemble: Gwenaelle Cuque], Martina Al bise ti (violin), 
Manan Gertsch, Daniele Pintandi (piano), Yan Greub (bas­
soon), Oliver Olgieti, Carlos Baumann (trumpet), Manuel Van 
Sturler, Francois Callin, Yonn Bourquin, Jean-Jaques Pedretti, 
Priska Walls (trombone), Dorothea Schurch {voice), Robert 
Dick (flute), Christy Doran (guitar), Olivier Magnenat (bass), 
Lucas N. Niggli (percussion), Alexandre Nussbaum (vibra­
phone), Martín Schütz (cella). 

CONDUCTION NO. 44, ORNITHOLOGY (A DEDICA­
TION T O  CHARLIE PARKER), Tompkins Square Park, 
New York,August 28, 1994. 
Ensemble: Terry Adkins, Kitty Brazelton, Marty Ehrlich, 
Daniel Carter, Rolando N. Briceno, Margaret Lancaster, Elise 
Wood, William Connell, Sabir Mateen, Bruce Cremo, Kahil 
Henry, Jemeel Moondoc, Sarah Andrew, Laurie Hockman 
(flutes), Christian Marclay (tumtables), Arthur Blythe (alto 
saxophone), 

CONDUCTION NO. 43, THE CLOTH, Verana, Italy, June 
16, 1994, 
Ensemble: Riccardo Fassi, Myra Melford (piano), Mario Arcari 
















