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Wednesday 19th
Luciano Berio
Sequenza VIII

Daniel Rowland, violin

Simon Holt
Maµastra

Jennifer George, þ ute

Iannis Xenakis
Kottos

Oliver Coates, cello

Thursday 20th
John Cage

Book of Changes, Book III
John Reid, piano

Simon Holt
Maµastra

Jennifer George, þ ute

Iannis Xenakis
Kottos

Oliver Coates, cello

Interval (15 minutes)

Friday 21st
John Cage

Book of Changes, Book III
John Reid, piano

Simon Holt
Maµastra

Jennifer George, þ ute

Iannis Xenakis
Kottos

Oliver Coates, cello

Tim Benjamin (music, words) & Sean Starke (words)

The Corley Conspiracy
(world premiere)

Sean Starke, director; John Traill, conductor

Music of Changes (1951, 11m) 
marks Cageôs ý rst comprehensive 
ñexploration of non-intentionò 
through the systematic use of 
chance operations to create a 
complete, major work. Music of 
Changes was named in honor of 
the I Ching, or Book of Changes, 
the ancient Chinese book of 
oracles that had become Cageôs 
means of synthesizing chance 
with rigorous discipline. Cageôs 
notation heralded a new concept 
of musical time, placing the 
performer in a new relation to the 
score, one in which orientation is 
to the occurrence of events rather 
than to the relations between 
them, which is to say to action 
rather than to memory.
 Luciano Berio: ñComposing 
Sequenza VIII (1976, 13m) was 
for me like paying a personal 
debt to the violin, which I see 
as one of the most enduring 
and complex instruments in 
existence. If almost all my 
other Sequenzas develop a very 
restricted choice of instrumental 
possibilities and of soloistic 
behaviour as far as they will go, 
Sequenza VIII presents a broader Sequenza VIII presents a broader Sequenza VIII
and more historical image of the 
instrument.
  ñSequenza VIII leans constantly Sequenza VIII leans constantly Sequenza VIII
upon two notes which, as in a 

chaconne, provide a compass 
for the workôs rather diversiý ed 
and elaborate progress, in which 
polyphony is no longer virtual, as 
in other Sequenzas, but real. And 
itôs through this that Sequenza 
VIII also becomes, inevitably, VIII also becomes, inevitably, VIII
a homage to that high-point 
of music, the Chaconne of the 
Partita in D minor by Johann Partita in D minor by Johann Partita in D minor
Sebastian Bach, in which violin 
techniques of the past, present, 
and future co-exist.ò
  Kottos is one of the 100-armed 
giants fought and defeated by 
Zeus: an allusion to the fury 
and virtuosity demanded for the 
interpretation of this work by 
Xenakis, the second by Xenakis 
(1977, 9m) for solo cello, after 
Nomos Alpha (1966). As is 
his custom, Xenakis speciý es 
a number of rules for the 
interpretation of the piece, such 
as ñno pretty sounds, ý erce, lots 
of noiseéò
 The performer is required to 
play close to the bridge of the 
instrument, pressing the bow 
hard on the strings, provoking 
an irregular grinding sound, 
far removed from the typical 
tenor of the instrument. This 
work ï of the greatest technical 
difý culty ï almost exceeds the 
limits of notation, demanding 

glissandi, an extreme range, 
quarter-tones, micro-intervals, 
and polyrhythms.
 The title of Simon Holtôs 
Maµastra (1981, 10m) comes 
from a sculpture of the same 
name by Constantin Brancusi. 
The Maµastra, or Pasarea 
Maµastra, is a magic golden bird 
in Romanian folklore, noted for 
its marvellous song which had 
miraculous powers.
  Tim Benjaminôs The Corley 
Conspiracy (2007, 1h 15m) is 
based on the paranoid Usenet 
postings of one Mike Corley 
during the 1990s, and the 
responses of other users to him, 
which ranged from the credulous 
to the sceptical to the downright 
angry. Some believed he was a 
schizophrenic in need of help, 
others that he was a hoaxer and 
spammer, and the possibility was 
even raised that ñheò was some 
kind of psychology experiment 
being carried out on the Usenet 
community.
  Whatever the truth, Corleyôs 
ramblings and the publicôs 
responses are at once both 
disturbing and darkly comic; 
this work explores Corleyôs mind 
and raises questions about a 
modern society constantly under 
surveillance. 

  Corleyôs story is told in seven 
scenes, structured musically 
as a Prologue, a Concerto, a 
set of ý ve  Variations, and an 
Epilogue (which is a reprise of 
the Prologue). Unusually for an 
ñoperaò, all the voice parts are 
spoken but unlike a play, the 
music is continuous and relates 
strongly to the text.
  The bulk of the text (by Sean 
Starke and Tim Benjamin) is 
adapted from Usenet posts from 
1995 to 1997; the work ends, 
signiý cantly, in the early days 
of May 1997, shortly after New 
Labourôs landslide General 
Election victory.

The Corley Conspiracy was 
commissioned by the 2007 
London Design Festival.

These programme notes were 
compiled by Jemima Bannit for 
Radius from original sources.
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