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-Case 1 

Lejaren Arthur Hiller, Jr. led a remarkable life. His learning encompassed the 
fields of chemistry, computers, electronics, acoustics, information theory, 
linguistics, and music. Acknowledged as being the composer of the first 
significant computer music, he spent much of his musical career fighting the 
musical establishment’s perception of him as an amateur musician who was 
only capable of writing computer-assisted, mechanized music. His music 
remains largely unstudied even today, ten years after his death in 1994. 

Hiller was born in New York City in 1924. His father was a noted illustrator and 
photographer. Hiller received musical training during his teenage years, including piano 
studies, saxophone, oboe, and clarinet lessons, harmony, and composition. He was admitted 
to Princeton University in 1941. He completed his studies in chemistry with the completion 
of his Ph.D. in 1947 at the age of 23.  

Hiller also continued his musical training while at Princeton. He studied counterpoint, ear 
training, and composition with Milton Babbitt 1941-42 and composition, analysis, and fugue 
with Roger Sessions until Sessions left Princeton for Berkeley in 1945.  Following his 1947 
graduation Hiller went to work as a chemist for DuPont in Waynesboro, Virginia until 1952. 
During that period Hiller successfully created a process for dyeing acrylic fibers. Although 
Hiller decided to leave DuPont to return to an academic position at the University of 
Illinois, DuPont demonstrated their appreciation for Hiller’s work on acrylics by writing him 
a bonus check for $12,000, a considerable sum of money in 1952. 

 Hiller started his new position at Illinois in November 1952 after spending several months 
touring Europe with his wife, Elizabeth. He worked as a research associate on a 
government-supported project on synthetic rubber research. Frederick Wall, who had hired 
Hiller, requested that Hiller perform analyses on the newly available Illiac computer. This 
work was the catalyst for Hiller’s application of his knowledge of computing to music 
beginning with the composition of the Illiac Suite with Leonard Isaacson in 1955-57. 

After his work on the Illiac Suite, Hiller was no longer satisfied with teaching in the 
Chemistry Department. Frederick Wall offered him the opportunity to transfer to the Music 
Department in 1958 (Hiller had earned his Master’s degree in music at the University of 
Illinois by then) and to establish the Experimental Music Studio, only the second center for 
electronic music in the United States. He continued to teach in the music department at the 
University until 1968. 
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Lejaren Hiller joined the Music Department faculty at 
the University at Buffalo in 1968. He served as Co-
Director of the Center for the Creative and Performing 
Arts 1968-1974. Ill health forced Hiller to retire from the 
faculty in 1989. He was the author of three books, more 
than 80 articles on music, electronics, computer 
applications, and chemistry, and composer of more than 
70 scores. Lejaren Hiller died January 26, 1994. 

Excerpt from Hiller interview with Vincent Plush, 
November 12, 1983 regarding Hiller’s musical studies at Princeton.  

“The first person I met at Princeton in the Music Department was Milton Babbitt. I still 
very clearly remember going in and being interviewed by Milton. At that point he was, of 
course, just a beginning instructor there, he was a young man himself, and he was stuck with 
handling all the freshman theory classes. So I showed him things like that march I mentioned, 
and a few other odds and ends, those old pieces, I don’t remember what I showed him, but he 
moved me out of the first-year course and put me into strict counterpoint, which he himself 
taught, the sophomore course.  

It was thorough, I can tell you, and he was fanatic about getting it right. I can still, I think, 
write strict counterpoint in my sleep practically, and I give all due credit to Milton. He loved 
that kind of abstraction. And it’s interesting that this, I think, appealed to him almost as 
much, in terms of teaching, as say teaching the material he’s famous for now, set theory and 
all that sort of thing. There are many similarities, if you think about it. And so I spent a 
whole year in that. We went through all the species, if I remember right, up to four parts. 
Then I moved on to work with Roger Sessions as a composing student.” 

Photograph of Milton Babbitt and Lejaren Hiller, ca. 1980 
Photograph by Irene Haupt 



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
 
 
 
 
 
 
 
 
 
 

-Case 2 

Lejaren Hiller’s first foray into computer music was his String Quartet No. 4, also 
know as Illiac Suite, for the Illiac computer on which it was programmed. Hiller 
worked on the piece 1956-57 while still working full time in the Chemistry 
Department at the University of Illinois. He was assisted in the project by 
fellow chemist, Leonard Isaacson. The piece is recognized as being the first 
significant computer music composition. 

Photograph of Lejaren Hiller with Illiac computer,  
University of Illinois, ca. 1956 



 

 
 

 
 
 
 
 
 

Excerpt from interview with Vincent Plush, November 12, 1983. 

Hiller began his master’s degree in music at the University of Illinois around 
1954 and completed it in 1958, the year he was transferred to the faculty of the 
Music Department. In the following excerpt he discusses how he adapted the 
computer programming he was then using for research in chemistry to the 
composition of Illiac Suite. 

“While I was in the Chemistry Department I wrote the Illiac Suite, the computer 
piece, and of course, being not in the field, I was in a state of total frustration 
about music. As you can tell from the list of compositions, I’d written by this 
point some 20 pieces of music, more or less, that I considered salvageable. Leonard 
Isaacson and I did this Illiac Suite completely as a bootleg job at night on the 
Illiac I. The programming came about because I actually adapted some of the 
rubber molecule programming to the writing of counterpoint. In other words, I had 
an idea one day when I was hanging around the chemistry lab just doing I don’t 
know what, when I thought, “Well, you know, if I change the geometrical design 
of this random flight program I’ve written,” which had gotten quite complicated, 
“Change the parameters – the boundary conditions, so to speak – I can make the 
boundary conditions strict counterpoint instead of tetrahedral carbon bonds.” And 
that’s how it all started. And in fact I did do that, I induced another chemist 
working there, Leonard Isaacson, to go in on the programming with me. We just 
started this as a lark, so to speak, and produced a few experiments. And then 
again, after many years, Milton Babbitt enters into my life again. I was down in 
New York one day, and went over to his house, just on a social occasion, as far as 
I can remember, and I mentioned what I was doing. I can still remember him 
taking a sort of double take. He said, “My God, that is an interesting idea.” 
And, “Why don’t you pursue the idea?” That made me begin to take it a little 
more seriously, and I, in fact, then launched the Illiac Suite in earnest. We did 
this all on our own. Well, we got three movements of it done. Don’t forget, I was 
still teaching chemistry.” 



 

 

11Unterhaltung 11 

ILLINI COMPOSERS SERIES 

Sponeored by 
School of Music 

Wedgewood Lounge 
Illini Union 

August 9, 1956 
8:00 P.M. 

ffiCGRAM 

A Sonata for Solo Violin 
Adagio 
Allegro con spirito - fugato 
Adagio con espressione 
Presto 

Alcestis Bishop, vi olin 

Sanford Reuning 

Miniature Quartet(mi.litaire) 

Alcestis Bishop, violin 
Sanford Reuning, violin 

James Barnett 

Robert Swenson, cello 

Sonata for Solo Viola 
(First and Second Hovernents) 

Prelude 
Scherz o 

George Andrix, viola 

George Andrix 

George Andrix, viola 

Illiac Suit e for String Quartet 
Presto - Andante - Allegro 
Adagio 
Allegro con brio 

Peggy Andrix , violin 
George Andri.X, viola 

L.A. Hiller 
and 

L. U. Isaacson 

Sanfor d Reuning, violin 
Robert Swenson, cello 

Program and notes for premiere performance of Illiac Suite (String Quartet No. 4), 
August 9, 1956, University of Illinois 



 

Last fo ll we becaiae i nt 0r e ste d in se ei n~ Hhct her au t omat ic hJ_6h
s peed di ['.,it c1l computers such as th e Illiac , loc ated here at the 
Universit y of Illino ::.s , could be us ed to genera te mus ::.c sut ject cnl~· 

Cl 

t o goneral ins t ructions derived f ro ;n !mown r u}.es cf comi:os::.r-i..c:1, This 
ar:roe~red t o be an att!' a ctice non - mat,hematic3.l ap plication of l ,i.f:l·:- s;-,a ec . 
c~~;,uters , li '.~e pro &rar ~!in g comput ers fer r:la ~.'ii1 i:; ches ;,, for l anguaee 
t r ans 2.at io n , and. f or ue ctt i1er r,re dicti on9 

:·h? ULIA:; SUIT::: i s a cbr onolo .::,ical :·ecorc' of ex:):~ri .,.e1'!·.:.2 e,•'(':.' i':!l: 
o;,t ·.:,h i~ p:ts t ;;,·ear from Septe;.1be~· t o A;:ir iL Ot.:· fi rst o:)·•c..::; .. ,:,;_,, 3 :1.1.1• c.o 
gc,1e:·ate a 1·ecoc::1:izo.bl e fo n. . of nmsic ;;o Jem·.)ns·;.,r ate tha ·~ -~.1e t0c :,11:• ~ ,:·. 
proble m co•1l cl be han(lled . li e se:i.ecte d folll' - pi:rt f irs t spe t:i 0s cou:-:1:er
point as a te s t si t u..:.tion , s ince s trict counterpoint i:.: a lo r;ical .:ib 

straction of many of tn e ba si c pr oblems of musi cal cor.:·.)osition . Tbo 
first t wo ::iover.1ents of the I LLIAC SUI1r:S cons i st , of se r:uenc os of r::..:,tus 
firmus settin Gs; t hus , in c.he first r-:ovE"r,,en t a l imi t ed nu.,te r of s ~rict 
counte r poi nt r ules Her c used to ~enerat e first c.::cr.tu s f ir ~.:i -'.1.lo:-,e , thn~1 
tu o--p.:i.r t sot ti nes , and final l y fou r - part sc t tinr.:s i~lustr.'.'..tir g :io..; we 
pr cg r essed fror1. :nono.:.'yt o poly?h0'1 Y. For the :;ecor,d move;1;..,!'lt, t:,e com,·~cr -· 
point program ,1as r e1,ri tte: 1 t o ad d th e r .:?nai ninr , r u:i.es cf col,r.:tcrpo :1.nt . 
This 11tovement is a s e~uen ce of musical phrnses s·i:,c:..r t in g wit~1 comr l-::t el y 
r andom uhit e --not e music ~nd ·.ri th each pair cf pbc:.se s tha t is pL::.~,,x:., 
counterpo i nt ru l es c1re ac'.dec'. m:til .it t !:e cr.6. of the ,:,,:.,veniE;n°:. al::. tLe 
r u.l.es a.r e i n o:,er ation . It r;;:i_ch t be noted tn :1t ·~hie~ pc:.rt::.ct12.ar nr op.r am 
r equi r es mor e '.;ha:::i 19CC se~a ra te rr.athe:·1atic a l ope:t.::.tior .s ~-.o o:'e,:;.it ~ 
successfo.lly . About 50 ca!1ti.:.s firrr:us se t tin 3s cur. 'oe :oro~lttcec'. :,Jer hour 
by the Illiac . 

In t he third r.:ove:.en t , mi ha •;e a ss err.b:'-.ec: .:i r e cor d of ho:r the :)i'olll ems 
of rh lth::1 , dyn~mics , and color effe cts uer;; tr ea ·~ed ~ Ghr rn~ati c Hri 1:,i;1g, 
at fi:::-st purel y r am1orn and su1..,sequent l~' cor:tro lL "d by scrne si.!'lple rc>l as 
of c omposit io n, L: supe~•imposed upon t he lnw ic ~·h;ythm , C:ynmnir:s, <1.nc'. 
color efl'e<;'i;s out;Jut . This' move1·1ent i s an e:leme,1ta1-;·f e::ai•r,-l e of hou a 
comput er can be used t o procl.uce neu torn:.l o~'fec ts as o~ '}JOSed to <.he 
L1itation 0f :rnc~m r','.lsicc..l styles . It ::.s in th:i.s genera l ar ea that ,,3 r:a ,·e 
been ,·ror l-:inr: sin ce cor ,pl eti ng t he ILLIAC SUIT:::. In pa :::-ticubr , , ,e ,::ir e 
concerned u it h dev el opin g g0neral princi pl es of ope1·ati on to rei)l3.ce -~;,<
ra ther s1)ec ifi c r ule::; of coi l~losi t ion thu s fa.r ~sec: . 

auto1~ati c high - sr:eed di gita l co r:putcrs O!)er a.te in pr in ci p].e much .:,s 
do or dinary cesl: ca l c1.;lators , but 1·1ith cert a in sitnifi c::.:1t d~:..:.:·rm e:,..:es . 
fe rhap s the mos t important diffe r enc e i s tha t a ,1ho:i..e .:::ow~Juting, ;,r ;:ip•am, 
ent ir ely oxpr es s ec1

. i n terms of ll'.a the matic a l o!Jerat i ons, is i~lac ,.d lnto 
a comput er :::-,rior to the actual pro cess of corr.nutat i on . This el i ::1in,:tcs 
dela y s due to the s101-mess of the hu,,1an ope rato r in b1nc.lin g number ~ 
being prod uc ed durin r:, t he pe rio d cf co mput at i :-n. A secon d i r:ipoi't.:m-;; 
di fference is th.:i.t au tomatic di gi t a l cor:,pu·~er s ho.ve uha t :i.s callee' c. 
11conai ti or.al transfe r" proc ess . I n the I llfo.c , t,i· is is esse :1ti ;i-;.l :1 ~ 
yes - o:..·- no cho ic e of opera ti on Hhi ch ) Cl"lid.ts the i_)ro i;r ar,ll':L1£ of decisio:-:s 
Hbi ch depe nd upon uh etl' :er nur,bers bea1· --osi',.;i ve or ncr,:1ti vc si [:nf-". It i n 
t ~is oper at ion use c; :ce~eat ec.l y and se~u enti ally , r,;e1·Lans more t h'""n ~.-r:.y 
othe r , t hctt y:er~·it s u::; to 1-rrite prog r a ms f or th e conputor ex:,ress i:1, 
lo gi cal process e s of i:msical composi t i on . 
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i:!e r eso l 'led th e precess of ee:1era-c.i:1,; co mputer :ms ic into t wo 
basic operations . In t r:e first operation , the com:..,t.:t.~r :o_s ins t ruc· 0ed 
to generate rand om numbers uh~_ch are equated to tl :'9 notes of t~1e 
musical scale(and in l a.J.:.er experi~ent s , also to ri ·.yth ;nic ra·:~te~·ns , 
dyna r.1ics , ancl. color effect s such a s arco , r izzicc.to , col :i .. egno , etc . ). 
Thes e r andom number s c:ln be generated at a rat e of abrn;.t u t hou~::::nd 
per second f or t :1e socond an d n:ore 00,-.pl ex operat io n, in whicn t:1e 
ra nclor·' rn~"'!lbers are si.:.b,iected to ar i thr ,:ff~ic tests expressing va1•j_ous 
rul 8s of cor:,position . ,:.ft er t ei r.c :3enara 0::.ed, ea ch. r a :,d o:n nur,h.:r i s 
scr e1=med thl·ou[;h a s cr io s of ·tes ·c.s a nd either us ed or reject, ed r1 t: )<' r.d 

i ng upo n the rul es i n effe ct . I f a.c c::Jpt ed , tl:-:e nu.·,J ·er is us.:;u to 1-:,c.:.>• 
t\ ; a 11composition 11 and s tore:i i !i t:1e cor,,~mt er tmti..l th e c cnm:'..0,0,~( 
composi t ion i s r cac'.y t 0 be prin ted out . ·Dn tl .e ot he r ::a:1t., i 1 it ",.R 
r ejected , a ne1T rt-ndom nm,,ber is F_;enerate c1. a nd e:;;.ani.1,e ( . T'-1:'..s proc es s 
is r,~peated until a s1,.:.:~sf 3.ct or :r no:.c is ;:ound or t:ntil i t >ec0,.:c i3 
evi dent tha t no such not e exists , L1 '!iu .c: ·1 c ..:.oe 1x1rt o? ':.'.1e cc;1;:"osi t~Lon 
thus far c oul)os ec1. is automatic ally ei·as ed to all 01.·1 .s. f r esh sturt. . 

At t he l)r es ont ti ne , th ere se em to us t o he t• rc :x"sic :1rea::. ,:r::: 
in t.erest in ti.1is probler :1. The f~.rs t i s t11e ::,ur <,l;-{ tec ;,n::..cal ~:·.rnsticn 
of hm,, to pr ogram a comi=,ut er ·-:o :1andle MU::ic ::.J. :,rc ;:,le ;,1s oi" .~ or:-❖, ir:ually 

incr eas:i_ng comr .. lexi ty , uhile th e seco!ld i s t: ,e qu esti on of ·::.>e val ue 
of a cor:4:>Uter in the fie l d cf !'lusic al cor;1pos iti on . .:"\. ;1u.r.it:er of n,us i c,:-.1 
applica J.:.iom:; seem t o r,1erit atten tion anc:. c,f' the se. 1;c sho-..1.:=..d li :<.:. cnly 
to menti on ton :i.eht so rr:e uay s in 1,1hich comp1.;tc rs inc:r ·eas s t,'.1c tonal 
re sourc es of composers . ODe thin e, a c omp1 ~•i:.er :::.o8s f c~· a co:1posC1.· i s t.o 
:i.andJ.e 1, a:::1? of the details of cor,1posi tio n an '."· r-~ducE: ·:he i;; to ro utine , 
t hus fr 0ein g him to concent, ra te on :"lore Gt \!'~ =-~,- ~ .. b s :~r a ct. sr:·i:s ::;i' s: ,:--.bols 
~1c'\ oper at io ns . The c:1et s.i1s of r.iusi c: compcsGd i.n itis 1-;ay b8 come J.esD 
cons equentia l as suc h and can vary- over ~-;i ,:.c li r.1i ts aur-. ~ffrt l1u ve t he 
sai:~e over a ::.l pr edick .ble ae s theti c effect . ~econ:~:.y, a co ;,'-:;uter Cc-l.11 

gen arc\t e musi c tl12.t an tmaid ed compos er c<1nn'.)t i:1r i t e sir!ce t.i~e co:'lpt'.'.:;e!' 
is completely unbiased and obeys ex..:ctl y -~J.1e inst r uction s the 0~61'~'.to r 
gives i t , no ll'!or e , :10 l ess . It ~-s t l:us ~)oss:~ble to '..lSe th 3 c:o~-:,,.rc.r:r 
as an e::,::perj.ir.ent a l device to s t '..10.y hoir v,U.' :-.0v.s co~,-.nosL ,i or.al pr oce:':ar es 
a .ffec t the t extur e of music anr' hccr t ne :,, ;;ia;,r be com'bi;1ed t o :_)r odu.ce 
nove l musica l effect s . 

L. 
L. 

' l • • Hil l er,~ :' • 
ls-10.cson 



 

 

 

CILLIA C) 
OP ,.,il'VS 1~e-t..€'1tc;i" 

JW<t-, 10, 1"1',l. 

CH/\("PAIGN, ILL., AUG 10-( UP)-- A MUSICAL sunr COMPOSFn BY AN 

n..FCl RONif. 13RAI N WAS INTR ODUCF'r: BY A STRING OUARTFT LAST NIGHT, 

BUT SOMF LI STHlfRS DIDN'T DIG Tl!F BFAT. 

"WHY, IT DOFS A~AY WITH THF NFFn' r oR HUMAN COMPOSFRS," 

ONF WOMAN MUSIC LOVFR RFMARKFD GLUMLY, 

ANOTl!FR LISTFNFR ~AID Tiff FINAL r.OVFMFNT OF TIIF. COMPOSITION 

SOUNDF"n LIKF. A "BARNY A Rn." 

OTHFRS AMONG Hlf AUDIFNCF AT THF UNIVFRSITY OF ILLI NOIS APPFARtD 

RFSFNTFUL THROl:IGHOlH THF 1~-MINUTF RFNDITION. 

BUT PROF. ROBFRT SWFNSON, CELLIST ANO LFADFR OF THF DUARlFT, ,. 
SAID THF COMPOSITION, THF "ILLIAC SUITF" WAS,"GOOD." 

THF SUITF WAS COMPOSFD OY IL LIAC, THF UNIVFRSITY•S HIGH-SPFFn 

DIGITAL COMPUTFR. 

T·HF COMPOSITION tOVFRFD MUCH OF.MUSICAL DFVFLOPMF~T VROM THF 

1(TH CHIT URY O~lWARD. 

THF FIRST or THF TH~FF MOVFMFNlS WAS A SIMPLF PRFSTO-A~DANTF

ALl FGRO WHICH royLD l{AVF COMF FROM THF PFN OF PALFSTRINA • . THF 
" 

AnAGIO SFCOND MOVFMfN7 LFANFD TOWARD THf MODFRN, AND THF THIRD 

ALt FGRO COM BRIO MOVFMFNT WAS FRANKLY FXPFRI MHITA_L • 

ILLIAC•S FFFORTS AT CLASSICAL. MUSIC WFRF SPOMSORFD BY L. A • 

. HILLFR, A CHFMIST-COMPOSFR, AND L. M. ISAACSON, A RFSFARCH 

ASSOCIATF. 

HILLFR TRANSLATFn THF BASIC RULFS OF COMPOSITIO~ IMTO I LLI AC• s · 

LANGUAGF OF t✓.ATHFMATI CAL SYMBOLS, THFN TAUGHT THF MACHINF 10 PROPL!CF 

RANDOM NOTFS, RFJFCTING THOSF WHICH WOULD NOT FIT. 

TP 428A • • 

United Press news release about premiere of Illiac Suite, August 10, 1956. 



 
 

 

 

 
 
 
 
 
 

Excerpts from interview with Vincent Plush, November 12, 1983 

Hiller experienced the full range of reactions to the premiere of Illiac Suite, from 
intense interest to condemnation. 

“In the summer of 1956, I decided to get three of the movements of it – the fourth 
movement was still not written – performed at Illinois, because Jack Nash (who 
had been teaching the Illiac course) had asked me to give a presentation at the 
Association for Computing Machinery in Los Angeles, at UCLA, on composing 
music with computers. I had given a couple of seminars for the computer group at 
Illinois. And so I said, “Okay, I’ll do that.” So then I had to have the tapes of 
at least some of the music to demonstrate what we had done. 
… Well, the thing [performance of Illiac Suite] hit the headlines. It was really a 
strange summer, because I went from total obscurity as a composer to really being 
on the front page of newspapers all over the country.   
… I would say the great preponderance of reaction was that I was some sort of 
scientist who should know better than to meddle in musical matters. There was a 
great of hostility, certainly in the musical world, without question. With very few 
exceptions. As I pointed out, Milton Babbitt was one who perceived the possible 
virtues of this approach. But in general, I’d say the hostility index was extremely 
high, and certainly, although it made me famous in a way, it made it very difficult, 
too, because I was immediately pigeonholed as an ex-chemist who had bungled into 
writing music and probably wouldn’t know how to resolve a dominant seventh 
chord. I had to fight for years, this kind of reputation. In fact, I still occasionally 
run into it. Prejudices die very hard, but I think by now it is perceived that I am 
in fact a well-trained composer by the composing community the world over, as you 
perfectly well know. But it was a long struggle to get myself out of that business of 
being an ex-chemist who had meddled in something in which he was a bumbling 
amateur.” 
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Letter from Iannis Xenakis, April 10, 1962 in which he asks Hiller to send a 
copy of his book, Experimental Music, with its description of Illiac Suite. 
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HPSCHD 

Case 3 

In 1967 Hiller arranged for John Cage to be appointed an Associate Member of 
the Center for Advanced Study at the University of Illinois. When the original 
plan for Cage to work with a programmer at the university fell through, Hiller 
began assisting Cage with the computer aspects of his planned composition, a 
work for harpsichord, commissioned by Swiss harpsichordist Antoinette 
Vischer. Hiller’s role gradually grew to the level of true collaboration so that he 
and Cage now receive equal credit for the resulting work, HPSCHD.  

HPSCHD is an enormous multi-media event. The premiere performance 
required 7 harpsichords, 208 tapes (4 copies of each of the 52), 52 tape-players 
(13 stations with 4 each), 59 amplifiers and loudspeakers, 6,400 slides (5,000 
from NASA), 64 slide projectors, 40 films, 8 motion picture projectors, 11 100 
x 40 foot silk screens and a 340 foot circumference circular screen made by 
Calvin Sumsion. It was attended by approximately 8,000 people and lasted for 
close to 5 hours. 

Program for May 16, 1969 premiere performance of HPSCHD at University of 
Illinois. 



 
 

HPSCHD 

for Antoinette Vischer 
Music: John Cage and Lejaren Hiller (1967-69) 
Images: R onald • 1ameth and Calvin Sumsion 
Presente'd at the Assembly Hall , University of Illinois at Urbana-Champaign, on May 16, 

· 1969, from 7 :30 P.M. to Mid night, by the School of M usic, Unive rsity of Illinois, and by 
the Assembly Hall. T his first performa1ice was designed especially for the Assembly Hall, 
and the production was made possible by grants from the University of Illinois R esearch 
Board and the Thorne Mwic Fund, Inc. 

M usic 

Twenty-minute solos for one to seven amplified harpsichords and tapes for one to fifty-two 
a.mplified monaural machines to be used in whole or in part in any combination with or 
without interruptions, etc ., to mak e an indeterminate concert of any agreed-upon length 
having two to fifty-nin e chan11els with loud-speakers around the audience. 

Solo I Da vid T udor 

Solo II 

Solo III 

Solo IV 

Solo V 

Solo VI 

Solo VII 

Baldwin Solid Body Harpsichord 
Comput er printout for 12-t one gamut 

M ozart D icegame 

Dicegame with M ozart compositions 1ued 
as replacements, treble and bass linked 

Antoinette Vischer 
N eupert Double 

William Brooks 
Challis Single 

R o11ald Peters 
Brueggeman Double 

Dicegame with Mozart compositions used as 
replacements, treble and bass independent 

Dicegame with historical sequence used 
as replacements, treble and bass linked 

Dicegame with historical sequence used as 
replacements, treble and bass indepen dent 

Practice or performance of any M ozart compositions 

Yuji Takahaslii 
Dowd Doiible 

Neely Bruce 
Hubba rd Double 

Philip Corner 
Neupert Double 



 
 
 

 
 
 

In addition to play ing his own solo, each harpsichordist is free to play any of the others. 
Monaural tapes giving all divisions of the octave from five to fifty-six tones performed by: 
Al Blatter · Morgan Powell · Dennis Kamm · James Knapp · James Fulkerson · Mary 
F1tlkerson · Thomas Howell · Jon Bauman · James Stroud · Dennis Eberhard · Joe 
Sekon · Udo Kasemets · Clive Coen · Peter Salemi and others. At approximately 8 :30 
and 11 :00 p .m. there will be a concert of all channels. The audience is free to move in and 
out of the building, around the Hall, and through the per/ arming area. 

M usic credits 

Sound system and recording: Jaap Spek and George Ritscher. Generation of computer 
sounds on tape accomplished with the assistance of: James Cuomo, Paul Krabbe, and 
James Stroud. Computer programming: Lejaren Hiller, John Cage, and Laetitia Snow. 
Music manuscripts: John Cage, Allan Harlock, and Richard Herbert Howe. Tape editing: 
James Stroud . Computers: Illiac II, IBM 7094. Pressure-sensitive amplitude control : 
Rene Farley, I ational Research Board, Ottawa. Harpsichords loaned by: School of 
M1tsic, University of Illinois · Mr. Waldemar Pollee, Benton Harbor, Michigan · Mr. 
Martin Rubinstein, Evanston · The Baldwin Piano Company, Cincinnati · The Baton 
Music Company, St. Louis · Mr. John Brueggeman, Cincinnati. Wollensak tape recorders 
courtesy of the 3M Company, St. Paul, Minnesota. Pre-amplifiers, microphones, and solo
phones courtesy of Shme Brothers, Evanston. HP SCHD published by Henmar Press of the 
C. F. Peters Corporation, New York City. Recorded version of HP SCHD with KNOBS 
program for listener playback control: Nonesuch Album (H -71224). 

Image credits 

Slide projectors courtesy of Sawyer's Slide Projectors, GAF Corporation, New York City. 
White opaque polyethylene screens: Union Carbide Company. Films and slides: Na
tional Aeronautical and Space Administration · Mt. Palomar Astronomical Observatory · 
Museum of Modern Art, New York City · University of Illinois Visual Aids Service · 
Ronald Nameth · R obert Frerck · R obert Breer · John Whitney and Sons · Stan Van Der 
Beek · Lejaren Hiller · Antoinette Vischer. Streamers and smocks: Calvin Sumsion. 
Additional images obtained by I-Chi ng operations. 

Program design: Calvin Sumsion. Type: Caslon Old Style with roman capitals and italic 
face. Paper: 80 lb. Shasta. Program cover design based on an image produced by R obert 
Frerck. Production: University of Illinois Press. 

General credits 

Coordination: Jack McKenzie. Assembly Hall Management: Dir ector: T homas Parkin
son. Assistant Dir ector: Wayne Hecht. Publicity, Advertising: H erbert J. Dotten. Stage 
Manager: Jerry Nashlane. Box Office Manag er: Glenn Crane . 



 

 
 

 
 
 
 
 
 

 

 
 

orca 1980 

Photograph of John Cage, Lejaren Hiller, and Morton Feldman, ca. 1980. 
Photograph by Irene Haupt 

Program for 1980 performance of HPSCHD at Albright-Knox Art Gallery. 



 

HPSCHD 
for Antoinette Vlscher 
Music : John Cage and Lejaren HIiier (1967-69) 
Images (original slides): Ronald Namath and Calvin Sumsion, NASA 

EVENINGS FOR NEW MUSIC · sixteenth season 

Music 
Twenty-minute solos for one to seven amplified harpsichords and tapes for one to fifty-two amplified monuaral 
machines to be used In whole or In any combination with or In part In any combination with or without interruptions. 
etc .. 10 make an 1ndeterm1nate concert of any agreed-upon length having two 10 fifty-nine channels with loud-speakers 
around the audience. 
Solo I 

Solo II 

Solo IV 

SoloV 

Solo VI 

Computer printout for 12-tone gamut 

Mozart Dlcegame 

David Tudor 
Baldwin Solid Body Harpsichord 

David Fuller 
Dowd Double 

Aki Takahashi 
Dlcegame with Mozart compositions used as replacements, treble and bass Independent Herz Double 

Yvar Mikhashoft 
Paul Teryl's Hand-build Harpsichord 

Dlcegame with historical sequence used as replacements, treble and bass linked 

Dicegame with historical sequence used as replacements, Ireble and bass Independent 
Neely Bruce 

Neupert Single 

In addition lo playing his own solo. each harps1chondst is free to practice or perform any Mozart compos1l1on. or 10 play 
any of the other solos. Monaural tapes give all divisions of the octave from five to lilty-s1x tones. At approximately 9:00 
and 11 00 p.m .. there will be a concert of all channels. The audience is tree to move in and out of the performance 
space. 

MUSIC/SOUND CREDITS Computers: llliac 11, IBM 7094 
Sound system : Un1stage of Buffalo, SUNYAB Audio-Visual, Media Study/Buffalo, SUNYAB Department of Music. 
Harpsichords loaned by Paul Teryl. Buffalo Academy ol the Visual and Performing Arts. Baldwin Keyboard. Kenmore, 
N.Y. SUNYAB Department of Music. HPSCHD published by Henmar Press of the C.F Peters Corporallon. New York 
City Technical director: Joel Chadabe. Albany. N.Y.. Center techn ical assistant: Ron Kuiv1la. Buffalo. NY .. 
technical recordist: David Held, Buffalo. N.Y. Sound assistants : Stewart Werner. Albany, Michael Zak, John King, 
Mitch Robinson, Paul Gallagher. Charles Ames. Rick Kazmierczak. all Buffalo Recorded version of HPSCHD with 
KNOBS program lor listener playback control: Nonesuch Album (H-71224). 

IMAGE CREDITS Projection screens: John Toth , Buffalo 
Slide Projectors : Eastman Kodak. Rochester. N.Y.. SUNYABAudio-Visual Film projectors: DelawareA-V. SUNYAB 
Audio-Visual. Dissolve units /stands: Delaware A-V, Holland-Wegman. Buffalo. Slides: C.F Peters. Lejaren Hiller. 
SUNYAB ECC Films: Erie County Library Film Department. Buffalo Museum of Science Films. SUNYAB Media 
Library; NASA. Robert Breer. Paul Sharits. John Whitney. George Melles. Peter Kubeika. Norman Mclaren, LeJaren 
Hiller Projection Director: Tom Busch. Buffalo. Projection ists: Bruce Alesse. Richard Brown, Ray Broniscewski. 
Robert Coggershall. Sylvano Colombano, Liz Grossman. Joe Gutt. Mandi Landa. Barbara Lantanzi, Marcelle Pecot. 
Chris Privateer, all Buffalo. Photo reproduction: M&W Photo Lab, Buffalo. Invitation/logo design: Violet Lee. Pro• 
gram typography/layout: Greg Schuler. Sara Hornbacher. Photography : Charles and Irene Haupt. Buffalo, David 
Beal. NYC. Micro-computer program/d ispl ay: David Held. Sara Hornbacher. Sign: John Schweikard. Projection 
stands: Beck's Creamery. Blaisdell. N.Y. 

GENERAL CREDITS: 
The Center of the Creative and Performing Arts: production coordinator for HPSCHD and managing director, 
Sara Hornbacher. Artisti c directors: Morton Feldman. Jan Williams. Research Consultant: Le1aren Hiller SUNYAB 
Department of Music: Dr. William Thomson. chairman. Albright-Knox Gallery : Robert T Buck Jr .. director; Douglas 
Schulz, curator; Serena Rattazi, public relations; John Kushner, technical arrangements. Special thanks for production 
support to: Alyssa Grossman, Center assistant. ArtServices of NYC; Mimi Johnson. Susan Szeliga. Lisa Mahoney, 
Baldwin, Keyboard of Kenmore: Mark Tarbell. Partner's Press, Kenmore, Dr. Gerald O'Grady. Center for Media Study/ 
SUNYAB. TJ Hargrave. Jack Hayes, Sheldon Holland. Bob Becker. Roberl LoveJoy. Kenmore Builders: Jack Oles, 
Ryder Truck Ned Evans, Transportation coordination: David Seman, Hospitality: Mr and Mrs. Charles Banta. 
Sheldon Berlow. Buffalo. 
These performances are made possible In part by grants from the National Endowment for the Arts. and the Slee En
dowment 



 
 
 

 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 

Photographs of 1980 performance of HPSCHD at Albright-Knox Art Gallery. 
Yvar Mikhashoff playing harpsichord. 

Photographs by Irene Haupt 



 

 

 

 
 
 

Excerpt from Hiller interview with Vincent Plush, November 12, 1983. 

Hiller and Cage spent uncounted hours together working out the complex 
details of HPSCHD. Much of that time was spent in a trailer that Hiller used as 
a workshop in his backyard. Hiller and Cage may seem an unlikely pair of 
collaborators, but Hiller’s description of their work together proves otherwise. 

“I must say, the ideas would flow back and forth. It was a very different 
collaboration, according to John, from what he did with Lou Harrison on Double 
Music, for example, in the sense that we did meet – I wouldn’t say daily, because 
he was off with Merce Cunningham on tours now and then, and things of that 
sort, but frequently, and we would hash these ideas out together. The idea of 
actually using a musical dice game popped into my head one day, for example. I 
don’t know – I said, “Well here’s the obvious chance piece with which we start,” 
and he loved the idea, you see? And then the I-Ching to make substitutions was 
his idea, and so on and so forth. It just seesawed back and forth. Most of the 
theatrical things later on he added to it, but again, he knew that I was more than 
sympathetic to that because of my own theatrical experience. He had seen some of 
my theater pieces, including Avalanche. He was at the premiere of that, and I 
think he was impressed with its humor, among other things. I would say this is 
one of the crucial things in a collaboration like that. I found with various people, 
particularly with a person with as strong a personality as John’s, it would have 
been impossible if both of us didn’t have a good sense of humor. That makes an 
enormous difference. Although we were and have been different in many ways in 
the way we write, we find a big degree of overlap in terms of – of humor, 
personality, and also, really our ideas are not that far different in many ways. It 
was a lucky coincidence, because it wouldn’t have worked otherwise.” 



 

 

 
 
 
 

 
 

HOW TO CUT SOMEONE IN HALF AND THEN PUT HIM BACK TOGETHER AGAIN. 

L. Pl ace subject on flat surface (floor or table) . 

2 . Cover with sheet . 

3. Siaulate cutting subject into two parts. 

4 . Lift one end of sheet back t o other end revealing one half af subject . 

5. Replace sheet. 

6. ~epeat Btep 4 revealing othe r half of subject . 

7 . Repeat Step 5. 
8. Remove sheet sh owing subject to be undivided . 

HOW TO MAKE OBJECTS APPEAR AND DISAPPEAR. 

L. Cover yourself and objects with a sheet . 

2 . ~l ace in front of you the object or objects you wish to make appear. 

3. Bring sheet up , over and down behind object(s) , so that they are vi sibl e. 

4 . Bring sheet up , over and down in front of objeot(s) , so they are invisible . 

5. Under cover , make any rearrangements (subtractions , substitutions, additions) . 

6. Repe at sequence 3- 5 as many times as desired . 

7 . Come out from under . 

for, Jov:t w Uy (lc,,d ½' 
~ ~, 

~. ~7.t.S )'1 

Letter from John Cage to Lejaren and Elizabeth Hiller, 1967 



 
 

 

 
 
 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Vertical Cases and Wall Hanging 

Fewer than 100 copies of each of the three HPSCHD posters were printed in 
1969. The full-sized posters were so popular that they were stolen from bulletin 
boards and even from locked glass cases. The Music Library is grateful to 
David Eisenman for allowing the purchase of two of the three posters from 
him.  

HPSCHD poster #1 was conventional, featuring a Viskupic image of Cage (as 
dragonslayer). It is largely self-explanatory. Gary had previously produced similar 
large silk-screened posters for MUSICIRCUS. Notable is that Cage himself 
carefully applied a rubber stamp with the gaf corporation’s logo to each copy of 
#1, in acknowledgment of gaf’s generosity in lending dozens and dozens of slide 
projectors for the premiere. (Viskupic’s design had already incorporated 3M’s logo 
– 3M had agreed to provide enough Wollensak tape players for HPSCHD’s 
electronic tapes.) Cage was tireless in seeking all sorts of support for his projects, 
and meticulous in finding ways to thank those who responded. 

--- David Eisenman, from About the Artwork, program notes to Electronic 
Music Foundation 2003 recording of HPSCHD.  
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HPSCHD Cage Nameth 
Hiller Sumsion 

l may 16, 8p.m...mctigrt , assembly hal, 
i lnVel'Sity of illinois general adnssion 

HPSCHD poster no. 1 



 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Posters #2 and #3 were novel compositions, richly employing chance operations. 
Cage and Sumsion began by collecting images from here and there. They chose 
encyclopedia pages at random and copied whatever images appeared on them. They 
asked various friends and associates to name the first image that came to mind.  

All these various images and design elements were arranged into 8 x 8 grids, from 
which elements were selected for the posters by I Ching operations. Cage and 
Sumsion next used further chance operations to determine the locations, sizes, 
orientations, and colors of each of the randomly-selected graphics. 

The results delighted Cage. Entirely by chance appeared a mushroom, bars of 
music, and a conductor, in the midst of a pocket watch, a woman burning books, 
an armadillo, and the Seal of the State of Indiana – which for some reason 
particularly tickled him.  

--- David Eisenman, from About the Artwork, program notes to Electronic 
Music Foundation 2003 recording of HPSCHD.  



 
 
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

HPSCHD poster no. 2 



 

 
 

 
 
 
 
 
 
 

Nameth 
Sumsion 

HPSCHD poster no. 3 

Graciously loaned to the Music Library for this exhibition  
by Dr. David Fitzjarrald 



 
 
 

 
 

Newa- Ga.sett e Ph ot o b:, Donna Dry sdale 
SILKSCREEN SMOCKS FOR HP~CHD CROWD 
• • • So audience can glow _.'fUb · lish ting effecu 

Newspaper photograph taken at 1969 premiere of HPSCHD showing silk 
screen printing of smocks and other garments with the Beethoven/Cage design 
being distributed to the audience.  



 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Silk-screened Tee-shirt courtesy of David Eisenman. Reproduction of design 
used at 1969 premiere of HPSCHD. 
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I-Ching chart used at 1969 premiere of HPSCHD to determine price of 
posters. Courtesy of David Eisenman. 

Originally, Cage’s new composition was planned for performance at the March 
1968 concert celebrating the 100th anniversary of the University of Illinois. 
There is no way such a huge, free-form work could have been performed at 
such a formal, controlled event. Instead, the premiere took place May 16, 1969 
at the University’s Assembly Hall.  
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JOHN CAGE 

STONY POINT, NEW YORK 10980 • PHONE CA/c 914] 947·1161 

4ol Edgebrook IJrive 303 , Champaign , Illinois 61820 

MESSAGE 

Mr. David Eisen.man_ 
110 Student Services 
University of Illinois 
Urbana , Illinois 61801 

_J 

Jan . 18 , 1968 

The harpshichord piece will not be 
re~~y in ti.Ille for March 11 . It is 
possible that my Variations II will be 
performed by David Tudor . That will re 
quire electronic equipment , but I will 
give that information to Jack 1-.cKenzie 
and say that you have "contacts ." I 
think I should be considered unavailable 

DA TE 

for the Teach-In-Acroae : I have performances 
in Buffalo March 8- 10 . As for the 
ap pearance of ~.ardi - Gras in the Univ . , 
etri.ltee me something in the air would 
help : planes flying in the aidst of 
balloons seeing which one could burst 
the most! 

I 

j v 
j SIONEO 

JOHN CAG E 

REPLY 

••••• u• na .. ■ f"D •• a,,,,. 

STONY POINT, NCW YO RK I 098D 

NA 
CH 

DENTAL 

Telegram from John Cage notifying David Eisenman that his new composition 
for harpsichord will not be ready for March 1968 performance. 
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	May 24-Sept. 7, 2004 
	 
	Curated by John Bewley 
	Case 1 
	 
	 
	Lejaren Arthur Hiller, Jr. led a remarkable life. His learning encompassed the fields of chemistry, computers, electronics, acoustics, information theory, linguistics, and music. Acknowledged as being the composer of the first significant computer music, he spent much of his musical career fighting the musical establishment’s perception of him as an amateur musician who was only capable of writing computer-assisted, mechanized music. His music remains largely unstudied even today, ten years after his death 
	 
	Hiller was born in New York City in 1924. His father was a noted illustrator and photographer. Hiller received musical training during his teenage years, including piano studies, saxophone, oboe, and clarinet lessons, harmony, and composition. He was admitted to Princeton University in 1941. He completed his studies in chemistry with the completion of his Ph.D. in 1947 at the age of 23.  
	 
	Hiller also continued his musical training while at Princeton. He studied counterpoint, ear training, and composition with Milton Babbitt 1941-42 and composition, analysis, and fugue with Roger Sessions until Sessions left Princeton for Berkeley in 1945.  Following his 1947 graduation Hiller went to work as a chemist for DuPont in Waynesboro, Virginia until 1952. During that period Hiller successfully created a process for dyeing acrylic fibers. Although Hiller decided to leave DuPont to return to an academ
	 
	 Hiller started his new position at Illinois in November 1952 after spending several months touring Europe with his wife, Elizabeth. He worked as a research associate on a government-supported project on synthetic rubber research. Frederick Wall, who had hired Hiller, requested that Hiller perform analyses on the newly available Illiac computer. This work was the catalyst for Hiller’s application of his knowledge of computing to music beginning with the composition of the Illiac Suite with Leonard Isaacson 
	 
	After his work on the Illiac Suite, Hiller was no longer satisfied with teaching in the Chemistry Department. Frederick Wall offered him the opportunity to transfer to the Music Department in 1958 (Hiller had earned his Master’s degree in music at the University of Illinois by then) and to establish the Experimental Music Studio, only the second center for electronic music in the United States. He continued to teach in the music department at the University until 1968. 
	Biographical information form for the Encyclopedia of Modern Music with interesting description in Hiller’s own words of his career and public standing. 
	 
	 
	 
	 
	 
	 
	 
	 
	Lejaren Hiller joined the Music Department faculty at the University at Buffalo in 1968. He served as Co-Director of the Center for the Creative and Performing Arts 1968-1974. Ill health forced Hiller to retire from the faculty in 1989. He was the author of three books, more than 80 articles on music, electronics, computer applications, and chemistry, and composer of more than 70 scores. Lejaren Hiller died January 26, 1994. 
	 
	Excerpt from Hiller interview with Vincent Plush, November 12, 1983 regarding Hiller’s musical studies at Princeton.  
	 
	“The first person I met at Princeton in the Music Department was Milton Babbitt. I still very clearly remember going in and being interviewed by Milton. At that point he was, of course, just a beginning instructor there, he was a young man himself, and he was stuck with handling all the freshman theory classes. So I showed him things like that march I mentioned, and a few other odds and ends, those old pieces, I don’t remember what I showed him, but he moved me out of the first-year course and put me into s
	 
	It was thorough, I can tell you, and he was fanatic about getting it right. I can still, I think, write strict counterpoint in my sleep practically, and I give all due credit to Milton. He loved that kind of abstraction. And it’s interesting that this, I think, appealed to him almost as much, in terms of teaching, as say teaching the material he’s famous for now, set theory and all that sort of thing. There are many similarities, if you think about it. And so I spent a whole year in that. We went through al
	 
	 
	Photograph of Milton Babbitt and Lejaren Hiller, ca. 1980 
	Photograph by Irene Haupt 
	Case 2 
	 
	Lejaren Hiller’s first foray into computer music was his String Quartet No. 4, also know as Illiac Suite, for the Illiac computer on which it was programmed. Hiller worked on the piece 1956-57 while still working full time in the Chemistry Department at the University of Illinois. He was assisted in the project by fellow chemist, Leonard Isaacson. The piece is recognized as being the first significant computer music composition. 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Photograph of Lejaren Hiller with Illiac computer,  
	University of Illinois, ca. 1956 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Excerpt from interview with Vincent Plush, November 12, 1983. 
	 
	Hiller began his master’s degree in music at the University of Illinois around 1954 and completed it in 1958, the year he was transferred to the faculty of the Music Department. In the following excerpt he discusses how he adapted the computer programming he was then using for research in chemistry to the composition of Illiac Suite. 
	 
	“While I was in the Chemistry Department I wrote the Illiac Suite, the computer piece, and of course, being not in the field, I was in a state of total frustration about music. As you can tell from the list of compositions, I’d written by this point some 20 pieces of music, more or less, that I considered salvageable. Leonard Isaacson and I did this Illiac Suite completely as a bootleg job at night on the Illiac I. The programming came about because I actually adapted some of the rubber molecule programming
	 
	 
	 
	 
	 
	 
	Program and notes for premiere performance of Illiac Suite (String Quartet No. 4), August 9, 1956, University of Illinois 
	 
	 
	 
	United Press news release about premiere of Illiac Suite, August 10, 1956. 
	 
	 
	Excerpts from interview with Vincent Plush, November 12, 1983 
	 
	Hiller experienced the full range of reactions to the premiere of Illiac Suite, from intense interest to condemnation. 
	 
	“In the summer of 1956, I decided to get three of the movements of it – the fourth movement was still not written – performed at Illinois, because Jack Nash (who had been teaching the Illiac course) had asked me to give a presentation at the Association for Computing Machinery in Los Angeles, at UCLA, on composing music with computers. I had given a couple of seminars for the computer group at Illinois. And so I said, “Okay, I’ll do that.” So then I had to have the tapes of at least some of the music to dem
	… Well, the thing [performance of Illiac Suite] hit the headlines. It was really a strange summer, because I went from total obscurity as a composer to really being on the front page of newspapers all over the country.   
	… I would say the great preponderance of reaction was that I was some sort of scientist who should know better than to meddle in musical matters. There was a great of hostility, certainly in the musical world, without question. With very few exceptions. As I pointed out, Milton Babbitt was one who perceived the possible virtues of this approach. But in general, I’d say the hostility index was extremely high, and certainly, although it made me famous in a way, it made it very difficult, too, because I was im
	 
	 
	 
	 
	 
	 
	Letter from Iannis Xenakis, April 10, 1962 in which he asks Hiller to send a copy of his book, Experimental Music, with its description of Illiac Suite. 
	 
	 
	Case 3 
	 
	In 1967 Hiller arranged for John Cage to be appointed an Associate Member of the Center for Advanced Study at the University of Illinois. When the original plan for Cage to work with a programmer at the university fell through, Hiller began assisting Cage with the computer aspects of his planned composition, a work for harpsichord, commissioned by Swiss harpsichordist Antoinette Vischer. Hiller’s role gradually grew to the level of true collaboration so that he and Cage now receive equal credit for the resu
	 
	HPSCHD is an enormous multi-media event. The premiere performance required 7 harpsichords, 208 tapes (4 copies of each of the 52), 52 tape-players (13 stations with 4 each), 59 amplifiers and loudspeakers, 6,400 slides (5,000 from NASA), 64 slide projectors, 40 films, 8 motion picture projectors, 11 100 x 40 foot silk screens and a 340 foot circumference circular screen made by Calvin Sumsion. It was attended by approximately 8,000 people and lasted for close to 5 hours. 
	 
	Program for May 16, 1969 premiere performance of HPSCHD at University of Illinois. 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Photograph of John Cage, Lejaren Hiller, and Morton Feldman, ca. 1980. 
	Photograph by Irene Haupt 
	 
	 
	 
	 
	 
	 
	Program for 1980 performance of HPSCHD at Albright-Knox Art Gallery. 
	 
	 
	Photographs of 1980 performance of HPSCHD at Albright-Knox Art Gallery. Yvar Mikhashoff playing harpsichord. 
	Photographs by Irene Haupt 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Excerpt from Hiller interview with Vincent Plush, November 12, 1983. 
	 
	Hiller and Cage spent uncounted hours together working out the complex details of HPSCHD. Much of that time was spent in a trailer that Hiller used as a workshop in his backyard. Hiller and Cage may seem an unlikely pair of collaborators, but Hiller’s description of their work together proves otherwise. 
	 
	“I must say, the ideas would flow back and forth. It was a very different collaboration, according to John, from what he did with Lou Harrison on Double Music, for example, in the sense that we did meet – I wouldn’t say daily, because he was off with Merce Cunningham on tours now and then, and things of that sort, but frequently, and we would hash these ideas out together. The idea of actually using a musical dice game popped into my head one day, for example. I don’t know – I said, “Well here’s the obvious
	 
	 
	 
	Letter from John Cage to Lejaren and Elizabeth Hiller, 1967 
	 
	 
	 
	 
	 
	 
	Vertical Cases and Wall Hanging 
	 
	Fewer than 100 copies of each of the three HPSCHD posters were printed in 1969. The full-sized posters were so popular that they were stolen from bulletin boards and even from locked glass cases. The Music Library is grateful to David Eisenman for allowing the purchase of two of the three posters from him.  
	 
	 
	 
	HPSCHD poster #1 was conventional, featuring a Viskupic image of Cage (as dragonslayer). It is largely self-explanatory. Gary had previously produced similar large silk-screened posters for MUSICIRCUS. Notable is that Cage himself carefully applied a rubber stamp with the gaf corporation’s logo to each copy of #1, in acknowledgment of gaf’s generosity in lending dozens and dozens of slide projectors for the premiere. (Viskupic’s design had already incorporated 3M’s logo – 3M had agreed to provide enough Wol
	 
	--- David Eisenman, from About the Artwork, program notes to Electronic Music Foundation 2003 recording of HPSCHD.  
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	HPSCHD poster no. 1 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Posters #2 and #3 were novel compositions, richly employing chance operations. Cage and Sumsion began by collecting images from here and there. They chose encyclopedia pages at random and copied whatever images appeared on them. They asked various friends and associates to name the first image that came to mind.  
	 
	All these various images and design elements were arranged into 8 x 8 grids, from which elements were selected for the posters by I Ching operations. Cage and Sumsion next used further chance operations to determine the locations, sizes, orientations, and colors of each of the randomly-selected graphics. 
	 
	The results delighted Cage. Entirely by chance appeared a mushroom, bars of music, and a conductor, in the midst of a pocket watch, a woman burning books, an armadillo, and the Seal of the State of Indiana – which for some reason particularly tickled him.  
	 
	--- David Eisenman, from About the Artwork, program notes to Electronic Music Foundation 2003 recording of HPSCHD.  
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	HPSCHD poster no. 2 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	HPSCHD poster no. 3 
	 
	Graciously loaned to the Music Library for this exhibition  
	by Dr. David Fitzjarrald 
	 
	 
	 
	 
	 
	 
	 
	 
	Newspaper photograph taken at 1969 premiere of HPSCHD showing silk screen printing of smocks and other garments with the Beethoven/Cage design being distributed to the audience.  
	 
	 
	 
	 
	 
	 
	 
	 
	Silk-screened Tee-shirt courtesy of David Eisenman. Reproduction of design used at 1969 premiere of HPSCHD. 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	I-Ching chart used at 1969 premiere of HPSCHD to determine price of posters. Courtesy of David Eisenman. 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	 
	Originally, Cage’s new composition was planned for performance at the March 1968 concert celebrating the 100th anniversary of the University of Illinois. There is no way such a huge, free-form work could have been performed at such a formal, controlled event. Instead, the premiere took place May 16, 1969 at the University’s Assembly Hall.  
	 
	Telegram from John Cage notifying David Eisenman that his new composition for harpsichord will not be ready for March 1968 performance. 
	 
	 
	 



