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BHiR (201 3EHEEAS)

CHRIS CUTLER PRACTICE AS RESEARCH

The topic of this talk was proposed by JASMIM and delivered at their 5" Annual
meeting on November 9, 2013, at Hiroshima University.

When | revised it for publication, | left the sound-sample titles in place. The idea was
that the samples themselves would be hyperlinked into the online text but,
subsequently, for copyright and other reasons, this could not be done. So, for anyone
wishing to hear them, or to follow up the ideas in this talk, chapters of my Probes
lecture/podcast series on the Museum of Modern Art Barcelona website are free to
download here:

http://rwm.macba.cat/en/twentieth century tag

The four programmes most relevant to this essay - which include many of the sound
examples listed - are numbers 5, 7, 10 and 11, which are marked in the text below

At any given time, and in any given medium, practitioners work from a set
of common practices and a body of generally accepted knowledge.
Following this path, over the past 200 years and especially in the world of
so-called ‘serious’ art music, our culture has come to regard as normal a
paradigm in which composition, performance and musicology are regarded
as three fundamentally different activities. Composers tend no longer to
perform, performers are asked to do little more than reproduce whatever
composers and conductors demand and musicologists are left to weave
together as best they can the fruits of observation, anecdote and
extrapolation from existing theories. As a consequence, composers have
become detached from the physical experience of musical performance,
performers have lost structural access to the wellsprings of musical
creation and professional academics have come to rely over-heavily on
guesswork and storytelling. At the turn of the twentieth century, the
position, at least in the field of Art music - which for our cultural
gatekeepers is still the only music that really counts - was that research,
which is to say, the practical investigation of form and technique, was
lodged firmly in the hands of a few specialist composers who, in the
specificity of their works, announced discoveries, made musical proposals
and experimented with unfamiliar ways of organising sound.

Of course, there were other musical practices, commonly ignored in the
dominant narrative that continued to work from very different norms and
assumptions - folk musics and popular musics, for instance - and it will be
my argument that as the twentieth century unfolded it would be their
generative paradigms, rather than those of the art elite, that would come
increasingly to penetrate and transform mainstream culture, a process
negotiated in large part through the medium of recorded sound. The same
shift in power saw the locus of creation and innovation begin to creep back



into the hands of performers. I say back because for most people, and for
most of human history, music has always been understood as something
drawn in real-time from the wellspring of a performer’s memory and
imagination.

By this understanding, ‘music’ is simply what performers and listeners do.

II

It was writing that divided performance from creation, and theory from
both.

Although in oral cultures a performance is always a process and can never
be separated from the immediate time of its realisation, a score is an object
- and far from being the manifestation of an immediate present is rather a
frozen agglomeration of superimposed pasts. So when performers play
from scores they are not remembering so much as reanimating formulae
that superimpose a fixed past onto a fluid present. In other words, they are
no longer making music but reproducing - or at best - interpreting it. That
said, writing offered, to particular kinds of minds, an extraordinarily
powerful means through which to compose, calculate, experiment,
visualise, revise and perfect musical ideas, in silence, and to work free from
the remorseless tyranny of time. Writing triumphed because it enabled,
indeed it drove, music into the creation of affects and orchestrations of
previously unimaginable complexity and perfection. All the glories of early
polyphonic, medieval, renaissance, baroque and classical music are owed
to writing which, through its objectifying and quantifying nature,
underpinned the evolution not only of analytical theories and comparative
studies but also a vast and permanent library of reproducible and
analysable compositions. Writing, in other words, gave music both history
and substance. It also midwived new contexts and meanings for musical
activity - and new sets of social relationships: today’s orchestras, for
instance, are not voluntary gatherings convened socially to make
significant sounds, but factories dedicated to the reproduction and
interpretation of scores. While writing enabled, encouraged, rewarded and
institutionalised a previously unimaginably sophisticated form of musical
life, this was not, as before, conjured spontaneously from a collective
psyche but assembled piecemeal from a set of increasingly alienated
specialisms - a music designed by composers, controlled by conductors
embodied by skilled but obedient, workers.

That was how so many performers lost touch with the wellsprings of music.

Nor was it any coincidence that this massive shift in the understanding of
what music was followed so closely the technological shift introduced by
writing into the productive and reproductive processes of music-making
itself; which is to say, the shift from the dominance of subjective memory to
the dominance of objective memory. Or, to put it another way, from the
organic negotiation of individual recollections to the unquestioning



acceptance of a single definitive text that, once established, remained
effectively impervious to change.

I

But when the mode of the music changes, the walls of the city shake.! And in
the last century the mode of the music has changed beyond all recognition -
largely in consequence of the invention of a new mnemonic technology, one
that has proved quite as far-reaching in its transformative power as
notation had been 1000 years before it. That technology was sound
recording - a memory system that preserves not merely graphic blueprints
but sound itself. Recordings remember and reproduce not only specific
performances but also the essence of individual and collective personalities.
A clear expression of this radical shift of emphasis can be read from the
history of the evolution and dissemination through cylinders, radio and
discs of the language, and more importantly, the sound of early twentieth
century jazz; a music with roots in African tribal life mediated, critically,
not by written but biological memory; a music in which performance was
everything and to which improvisation was absolutely fundamental.2
THELONIUS MONK Brilliant Corners (1982)

IV

Until sound could be recorded, any individual performance existed only for
whoever happened to be in a particular place at a particular time. And
although a written score might reverberate down the centuries and even
circumnavigate the earth, any given performance would still reach no more
than a roomful of listeners. But once performances themselves could be
reproduced - note for note and sound for sound - then any singular event
(even if there was no human witness to it) acquired the power to send a
shock wave around the earth.

Sound for sound. That’s the point. And musicians understood this
immediately: recording was a technology that remembered them. Of course,
in the Art music world, individual voices were of no structural importance,
since compositions were understood to be scores not sounds.
Paradigmatically, performances were merely possible and structurally
interchangeable interpretations which could be safely lost in the secure
knowledge that the music - the score - would still endure. Hence our

1 This is Tuli Kupferberg’s paraphrase of Plato’s famous assertion in book IV of The
Republic that ‘...when modes of music change, the fundamental laws of the state
always change with them’.

2 Forms of music mediated by biological memory (what we usually call folk or ethnic
musics) share various natural affinities with forms mediated by sound recording, not
least because both prioritise the ear (where writing prioritises the eye) and both tend to
make performance and composition indivisible (where writing divides them). The
subject is too large to pursue here but | have tried to make the case more expansively
in Necessity and Choice in Musical Forms (IASPM Proceedings, 1982).



bizarre notion that a score is, somehow, music - a rather strange literary
concept, wholly alien to any aural culture in which performance is
everything and music is understood as an experience depending intimately
on what musicians and listeners describe as feel. You seldom read about
feel, but music can’t really be understood without it. For instance, since
sound is a fugitive, transient, phenomenon, we are denied any meaningful
idea of what the music of Monteverdi, Bach or Beethoven sounded like in
its own time - but we can be certain it would have had an unmistakable feel,
a grain; something that listeners could immediately identify and
performers would know instinctively how to embody. Today, although the
power of writing still allows us to reproduce the notes as written, the feel is
lost. Which is why there can be no such thing as an authentic performance
of early music - or even classical music - and why, even if we struggle
toward some notion of authenticity we will finally be obliged - however
deep our research - to interpret in our own way. I am not saying this is a
bad thing - music can be born again through such a process - I just want to
underline the fact that feel - which belongs to aural memory - and the idea
of music as being embodied in a set of visual instructions, which belongs to
visual memory, are wholly different categories. Funk, reggae, rock and jazz
are all feels, which means they are expressed in a way that has to do with
their being fully immersed in a specific cultural practice. So jazz that doesn’t
swing, isn’t jazz. And jazz notation certainly doesn’t swing; it can’t even tell
you what swing is.

But a recording can.
J.S BACH. Toccata and Fugue in D Minor. Jacques Lussier.

By the same token, it’s a simple fact that every great instrumentalist has a
voice which is uniquely their own. Of course that was as true in 1568 as it is
now, except that in 1568 sounds couldn’t be preserved. Which is why they
have no place in musical history and why, by the same token, musical
history has no place before the twentieth century for any music that
depended on the minutiae of its sound, or the individuality of its
performers. So when, on August 12th, 1877, Thomas Edison completed and
tested his first working phonograph, he was unknowingly ushering in a
structural revolution that would transform not only musical thinking and
practice but also the proper matter of musicological analysis since,
progressively, the specificity of individual sounds would cease to be
incidental and become, in many cases, the most important aspect of a
musical work. It was only after the invention of sound recording that
sounds and performances could become primary materials from which
permanent sounding objects might be made. And these materials - along
with feel, personality and timbre - fell under the immediate control not of
composers, but of performers.

I only have to listen to 10 seconds of this... :

KARLHEINZ STOCKHAUSEN Gesang der Junglinge (1955-6)
Or this:

ALICE COLTRANE Universal Consciousness (1971)



Or this:
THE BEATLES All You Need is Love (1967)

..to identify immediately both the performer and the work. In fact, in a real
sense, the performances are the works. And this is the revolution that
sound recording had given wings. Unsurprisingly, then, it was in those
musical genres populated by musicians who were still in contact with the
creative roots of music-making that the potential of the new medium was
most thoroughly investigated. Let’s consider for a moment the human
voice - because it is the most personal of all instrumental resources. For a
singer, the primary task is to fill a space, meaning that, in public spaces,
singers have above all to project. The operatic voice, the lieder voice, even
the music hall voice are direct products of that purely technical
requirement. They are, we might say, contingent voices. But in a recording
studio there is no space to fill, just the centimetres between a singer’s
mouth and a microphone. And while Art music composers, trapped in their
writing paradigm, didn’t notice that, singers did.3

WILLARD ROBISON. The Devil is Afraid of Music (1926)
(Probes 10)

This is not a song, it’s a person. Outside the nursery such vocal intimacy had
hitherto been unthinkable. A composer could never have arrived at, or
specified, such a vocal style, only a performer working out of direct
experience and practical experimentation could have done it. Crooning is a
classic instance of practice as research - when we understand research to
mean investigation by empirical experiment: a hands-on, trial-and-error,
interactive, cybernetic, process based primarily on exploratory
improvisation.

BLOSSOM DEARIE. Someone to Watch over Me (1961) 4
(Probes 10)

The critical point is that recording has given formerly unquantifiable
qualities like sound, expression, timbre, feel, personality and character
parity with - if not domination over - more formal vectors such as structure
and composition, and this has shifted productive power toward performers.
In fact it has implicitly privileged performers, who are uniquely able to
research and exploit their own gifts and skills, especially in the laboratory

® There is a much larger topic here, of course. Recording changes the status of space
in the same way that it changes the status of time - making an immutable necessity in
the real world optional and malleable in a new, virtual, world - one in which moments
extracted from different points on the temporal continuum can be blended,
superimposed, cut up, reorganised or reversed; and in which different existing and
artefactual spaces can also be scrambled and forced paradoxically to coexist. By
artefactual | mean the commonplace illusory and impossible spaces that are routinely
created by electronic manipulation. Virtually all recordings we hear today are
acoustical impossibilities.

* It would be a mistake to think this voice is ‘natural’. It takes work, and its work only
singers can do.



conditions of the recording environment, which empowers them not only
to fix but to compose with, their own performances - reuniting, after
centuries of division, the bifurcated activities of composition and
performance.

It should also be stressed that a studio is not merely an instrument, it’s a
conservatory, a forum, a universal platform, through which ideas can be
circulated and preserved. And, naturally, once sound can be preserved
there’s greater pressure to experiment, to find new and unusual sounds
and new and unusual ways of organising them - all setting in train multiple
pathways of empirical research. Consider John Cage’s formalisation of
piano preparations. Around 1940, pressed by circumstances, and recalling
something his old teacher Henry Cowell had done decades before, Cage
embarked on a series of empirical experiments: first he laid a pie plate
across the piano strings and hit the keys. Then he listened. After that he
inserted nails between the strings, and - because the nails kept slipping out
- screws. More listening. Then coins and strips of rubber, all the time
listening and taking note of what sounded good. In other words, he was
improvising, not to entertain or to be coherent, but to test and discover.
Once his palette of sounds was adequate to his needs, he used them
systematically to compose his pieces.

This is one of the early results:

JOHN CAGE And the Earth shall Bear Again (1942)
(Probes 5)

Or listen to Stephen Scott. Everything on this recording was played on a
single concert grand piano in real time. It takes 10 people, working
together, to make this sound. And Like Cage’s, these techniques were the
direct product of experiment and research, pursued in the form of focused
improvisation.>

STEPHEN SCOTT Vikings of the Sunrise (1996)
(Probes 7)

And here’s the pianist and composer Zygmunt Krauze, working directly on
the strings with carefully selected rounded rocks.

ZYGMUNT KRAUZE Stone Music (1972)
(Probes 5)

In all these examples it’s the performers who do the research and generate
the material. And their research is practice. After all, who knows better
what an instrument can do than someone who lives and works with it all
the time? Indeed I'd say it’s virtually impossible to discover techniques like
these without having a deep and physical intimacy with an instrument.

® Scott borrowed the basic techniques from a detail in C. Curtis Smith’s 1972
composition Rhapsodies, extending, refining and amplifying it into a self-contained
language. The Romanian composer Horatiu Radelescu also pioneered similar
techniques, using multiple pianos tipped on their sides, which he called ‘sound icons’,
in 1974.
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And what of composers who don’t perform? Let’s return for a moment to
the human voice, since some of the earliest and most radical vocal
innovations - in twentieth century Art music, at least - are associated with
academic composers such as Luciano Berio or Harrison Birtwhistle. On
closer investigation, however, we discover that both depended profoundly
on the researches of particular singers. Birtwhistle’s highly influential
Eight Songs for a Mad King, for instance, was written as a showcase for
techniques evolved by Alfred Wolfson and Roy Hart.®

Here’s Hart:

ROY HART Octave exercises (1964)
(Probes 10)

And this is one of his own applications of his vocal researches:

T.S. ELIOT The Rock (1968)
(Probes 10)

This is Birtwhistle:

HARRISSON BIRTWHISTLE. The Queen (1968)
(Probes 10)

The connection is plain. Even clearer is Luciano Berio’s groundbreaking
Visage, which wasn’t pre-composed at all but empirically constructed after
the fact from improvised studio recordings by his then wife, Kathy
Berberian.

BERIO/BERBERIAN Visage (1962)
(Probes 11)

The same could be demonstrated for most instruments and for many of the
most innovative works composed today for which, right across the musical
spectrum, research as practice has acted as a primary source of innovation.
And yet the lion’s share of the work produced this way has been ignored by
an unreconstructed musicology’s failure to generate the tools with which to
approach it. Aurality has returned to the centre of music but is still rarely
referenced in mainstream musicology.

6 The South African actor, Roy Hart moved to London in 1947 where he began his
studies with the highly unorthodox voice trainer Alfred Wolfsohn. Wolfsohn had come
to Britain in the 1930s as a refugee from Germany and had brought with him ideas
about the voice that were partly philosophical, partly psychological and partly
theological. The constraints of gender he had dismissed entirely, asserting that any
voice could be trained to produce a vast range of pitches — up to 8 octaves. And he
believed profoundly that opening the voice to all the sounds it could make - ugly as
well as beautiful, animal as well as human - would not only have great therapeutic
value but would also greatly extend the expressive power of actors and singers alike.



That is why we need urgently to theorise our own practice.
VI

My contention, and it's hardly controversial, is that finding new sounds and
calculating how best effectively to use them is not a matter simply of ideas
but of empirical research - and I think no form is more welcoming, or more
conducive, to this Kind of research than improvisation. On the ground, we
can also see that, thanks in large part to the existence of sound recording,
performers increasingly find themselves in an environment in which
interrogating instruments, sounds, procedures and juxtapositions is no
longer confined to the extrapolation of compositional or musicological
theories but exists as a respected conversational activity in its own right;
an activity driven primarily by practice.

10
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John Zohn's Game Piece "Cobra": Its Concept as a Musical Work

SFN K
Daisuke TERAUCHI

LK)

Yay Y —r (JohnZorn) ® (=277 (Cobra)) (1984) %, 10 A4FEEDOFEHERE M TH~ 7o
Lol —varERELENOEBINHIERNBEREOLDOELTH D, V=1 (=27 7)
DEFEZHLYT 2 0E2ATILTELT, EHBIER, UN—TFLEEIBERSCIEARX (T 7 A M) 12
FoTBALBNTERLD, ZHR Y7 —Va Y BFETLELEDN TS, Y=, THLRA
—HTAZXFTDNEI D LI RIZE 2T (B EZENS DT 77—V a2 XKHILTWVD
2, ZOHMBIE, HAHDOFRARHBIEELEBIIRKMEIE LI L LTI NLEEEZZHNLD,
ZORER, (27 I) 1, Y—rBEHO (FRILSNTEHRE) DRI NATHE L L ToOMK L,
HERAABRBAIZ L > TERAR T 7 —Va v EAERHTEMRE LTOMK L WS, 2 >OMKT 5 Ml
2y, W EBIRIC K > TUWAFET HICE ST,

John Zorn's “Cobra” (1984) is a work performed through interaction between about 10
improvising musicians. However, Zorn didn't publish (and didn't even write) the authorized score
or instructions. Since “Cobra” stems from an oral instruction at rehearsals or is realized through
the use of unofficial texts, there are various existing versions of performances. The performances
Zorn identified as his "authorized versions" were those he organized personally. I feel that this
authorization shows that Zorn values his own flexible judgment. This paper shows that among
the various versions of “Cobra” two characteristic performance approaches exist: the first type
guided by Zorn himself based on his "immanent knowledge of music" and the other types
generated by unofficial traditions. While these approaches appear to be contradictory there are in

fact strong correlations between them.

1. Ao R L BE

Yay Y —r (John Zorn) (1953- ) X, ==2—3F— 7 OEHE - IBLEEZ CTh 5, #o
RFEMEDOOE D (=77 (Cobra)) (1984) 1%, 10 AFEE O EHF NIE S - EHANEEHE D729
DIEMTH D, FEMANEHB T, HEARICHETIHERBIFLALRNI LD, HRELTOH
BIIRHMETHD, 140 (Farr¥—) LMEINDIEEORE - TR E, BAOHELE L OM
TH— RV 2 AF vy —52AWkaxhala=r—ra U ZREBLANBOEESIND ZOEMIT,
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TF=LD X BREMAERoTWDHZ &b, (F—ALE—A (game piece)) EFEINTVNDL,
= U MBRLUIE NV VIZESWTHEEI NS (=27 )%, — A, L. M. ¥ 7 (La Monte Young)

DOESEE[ 2 R Y 3 > X 1960 (Compositions 1960) J (1960) <2, C. 7 # /L7 (Christian Wolff)

OFESRE [ X« 27 3 (Prose Collection) ] (1969-1985), K. = hw 7 ¥

(Karlheinz Stockhausen) @ (£>®H LV (Aus den Sieben Tagen)) (1969) ® XL 972, HEH
EOHBT 0 AAKE (T2 A ML) LKL LIERERUMEEZ Lo TERTHD L HITH
Do FTA~Y (IR 1992:14-24) 23, [FEREEOEIMEIZHIE, —KIZ, TORMOHERSCRER
HRHLMUDFHESH, BAONTNE LS R, BESREBHOF 7Y =%EY F52 L L0
b, TIWLEBWTEENHRENEZ 2R ED, (FEERMT LR, HDHVIIZOMD) 1TE %
BlElEz T akReh, HOIMOEH ED [L—/) 125 TR D & 5 7285 & 2ok
FZ, WMOMTZLDOHITHEPLTND | LR, ZEOEFZZHET TNDL L D122, HEMRL LT
DEENARREE T, HETDHIZWICER L HFENERIND L9 RIERICBVWTE, 207 rkERH
EAMERORE & A SN AHEAR S L0 ETH D, 2D OIEROREEL, T IZEIPNL TN DHIE
WOBRLEIIMEMICL - TERLZ L OD, HE (V7 I7A4E—vay) OEDODDA A NT T a v
ELTOBEEE > T 53,

O LIEBHICELEIE, (27 7) ORBELER, [V—UBBRLEL—V] EWHEETaE
2D EBZONDIEAD, FHUEY —vAHENR, AN v 7 Z R (FFR 1998: 238-239) & D
A ZE2—IlBWT, BEMRORRD 2008E (RZVARETA TR 2OV, THEE
7t kX, ZOEBHELT IV—ARBELENSG] EBRRXTWHWLZENLLHLNTH D,

L LRRG, BEAAFIENTWS C. v b7 5DEMIIHL, Y= (27 7)) oEE);
ERHBT B AOFMEZRL LT, WO AEGEL LTO (77 AN ZAFIL TRV, Y —Z
Ko TRAMIZREZINTZ (T AL EMERDZEDE, (277) DCD DT A F— 7 —VITRENT
WA (X 1) BME—TH D5, Z 22, Anbind — FOoREEC, HEEAHOBELBED -0 O
Vx AT ¥ —OFEENRINTND HOD, HEF DO N EBOIEE, MEAF OB ROED )7,
=RV 2 AF ¥ ——20 L DD RABRICOVWTDOHIANRNZD, 2D (F7 A L) P TH
REROSNSTZEDZEIITEY, AV AT 7V ar b LTREEATHDRLOTH D,
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Cobra
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John Zorn © Oct 9 1984 NYC
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HL, (a7 7)) DERMELTDOTAT T AT ANNL—NIZHLOTHIX, gl L7- C. 7L
76 EFER, V=B KE (T ARME) THEVNSIZEETESNL LAY, LL, YV—F
HRZTEFENZLTORY, ZOZLIZHONT, Y= Ik X H IR T W5,

ZL DANAREHEIZE STV D, 8RN (F—LE—R) ONL—LEHRLZWON—5H 50T
ELZLEIZALRVON—%, FLOKDEHO—HHE LTI /N—F /L TOMALHATND DM

o, FHIIEELS SAOEBERD D, (F—LE—R) 2L, I2EOV—NLEEOZL DEZENH D
577, (Cox 2004: 196, fEMITEEICLD)

ZORENOLIE, VU, (2T IWICEEND OV —NVE EOZL DFEFE] B D20
(T AR) K0 A—PLICBTAABICE2BHANREL TVWDLEEZTWD I L, £,
FIAN (2T T) RO DOEBERBERTHDLEEZEXTNDLIENER D, EBE, (=27 7) DK
X, EEEZHENRRLD LT OO THDD V) FER R THA S,

bHAN, BEEMDNRT 3 =< ANIRFED (EiE) OX O 2R (T 7 A &, (R7%
=R UATTIT 4 A) EMEENDRE IR FET 7 AR TR TRMET D 2 E BRI, (=27 7))
DHBELT, ZEALEDEFEZMERICBNTIL KWL LTHLH D6, LarL, =7 X (1981:
112) 28, MM % [ZOFEOHKEORFELE#EN TR RaIa=r— a0 LICE
TW2 ) EilkRTnd koI «:77»%it<#77Xb>mmwff#kbbfmm¢&@@f
b, VY—rDOF) TTEON—NLEEDEZ OEF ] BEKPIZED LS R b D020 TiE
WETHFT 52, KETIE, L—e [EEOL—LL EDEL DEHE] ZRHLT (VT I4(4F
—varOHOOFR) EFESZ L E LW,

Flo, Y=, (U774 EB—=2arDoDFH ZAONELZIIBADHIE~DIEDY L
STWHEHThD,

FBEE N A=A XLz (AKX (authorized versions)) & 13E D LB L T< N TWABIRY,
(T~F 27 EER, §#EM (amateur/outlaw versions, renegade versions)) % iHE$ 5 =
Ll IX 22, (Zorn 2002)

CORETERTRZE, Y=o (277) o (B LWIHISEEZH, TORNEMELS L
T, [RAGBRA—HFTA X THLEOVIRZHRLTNDLZETHD, ZOXHIICHRENTNDZ
UL, MOERIZIEA LR (2T 7)) ORFRRETH D7, I — 0 (AR RS HED
BFRLELT VT IAE—Y a0 ffl) ~ORESZFZ2EALTWHLIOTHIE, [V—r
BENA—HFAXT 5] EVIFRMITZNEERHRINDSLE LT 2WNETTH D,

L Lenns, FHTIThhTng (a7 7)) OF XY —rBNE#EMEE T2 2 & I3EE LA
HTHD, TOED, (27 I7) D A(VTITAE—2 a3 DDOFEH) OEERIT, HEZRBRLEZZ
LDHDHERF=LEKEITL > TITDND Z L bR 70,

Mz T, a7 7)o (VT IA4E8—va OO E®R) (2%, Al Lic—i 72 5 EDS 0 ik
WCEDIBEMTONDI LA LS D, T, V=V UADOBFRZIZL > TEMINTIEAKX (T 7 A )
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LEbInETHD, ¥T7=ANDAT 77« Ry )b— U — (Stephen Drury) 2K > TEMNPNLIZ D
DIFEDOEDTHY, ZHNEFATIENLAZZ R TV H =TT RT—REICLDE2aE—X
T 7wl AR T—INE->TW5 (Brackett 2010: 70), Z 9 L7=#EARX (T2 2 b)) 1F, #ich%
BEETLLEEILNLD, TOPTEA U Z—Fy P ETHBIZADITHZLDTEDL DI ZAF
FELTWDS, Fiz, ARY 27 7R (HER 1998) <° Duckworth (1999) HIZ kb4 v ¥ Ea—IC
GEEND VY —UHBORS, KL (1998 44-48,107-111) 72 XD (27 7)) RBEICL v A
HTH, (VT TA =2 a0 FER O—HEBENND I ENTE D, S LTI Tl Youtube
REOBEEFEY A FT, EREOHBORFEZBLIZLOTEOHE LA TEL,

LInL7ens, V= UADOFERZICL > TEINEIEAR (T 7 A M ICL > THLNDHEHRIT
ENENOEEENMAIER LD THDLID, ZOFFMIORESCHNEDEFENELELT
HAHY, Flz, IO A L FE 22—y A ITREINTWAERS, (VT 74— a DD
B O ~EHICEE RV NRLOICBE > TV 5D, EBEOBEEFOEE L (V774 8- 3
YOREDOER) EMDFERNVICITRDLBOD, TORPEAMDIIIR 5 THD, LERST,
INHLDOHECEI-THEOND (VT T4 =2 arD-0DER) oKL, UV AA—FLickid5
HEAIC X 2B, MEta A LS TV, ZORR, (27 7) 121E, Hx REREI L AFE
THICEST,

U bEoWRES5EZ, KT, (27 7) OFEHELTOREEZERTHIEEZANET 5,
RELTIE, T (=277) 0 (V7 FA4 8= ar0dofEl) 2B L (2F), EERICHEHES
NTWE (a7 ) I EDEIRT 7y —Ta VN FEETIONER~S (38), KRIZ, (=27 F)
D ARBRI) ELTY =B TEOF =T FTAXTLHI L] L0 ZEEFMITL TV D EH 2 MG
T2 (457, BR#BIZ, KRROfwmE LT, (27 7) O E X TODIEMERZ BT 2 (6 %),

2. (VT T7A4¥—varol-oold) 2 S8 585

RIE TR, (a7 F7) O (V7 FA4 ¥ =2 a v 0dofEwR) 1X, v—rE, Y—r0F
I N7l —N U EDEZL DEFR] IZLSTHEDE->TVD, ZITIE, TRONREAEMIZED X
5@%%&@%%,x1®<77x%>%,f~yt@iﬁ%%%%o%%%%%%ﬁﬁ%hﬁﬁﬁ
EFERMVIL, A F 22— Ry A/ EOERZEASZR LN MR T 2,

=L EE, (a7 ) ITBWTERBBEOT-DIZHWWOND I — RV 2 AF v —0ORr L, &7
— R BV AF ¥ —ORTFAE, ITHFRECITEIET 2 L, HEPICABEBZENTLE FHAD
ERHT 00T, 2O, BikT 5 (KU F), (a—n) EEEND VAT ALEEND,
"%EZED TN —N P EDZL DEFE] ORNE, EERRRDIN OO0 HDH, 0
VD EDI, HEE (Trnrrs—) bE) OBEND D, Y — Ui, :ﬂ%f%ﬁ®fmﬁxrﬁ
J oD TEEREHS TH D] (Cox 2004:196) Ll TWLHN, ZOERIZIE, (27 7) » T
be, voNny B DT OA—A A RT—FEIC @%ﬁbfwtﬁﬂ,‘i{ﬁi%%& D, ENE 7RG HEEE
EEIEHT 2720 EL T (Cox 2004: 197) Z EMRBBLCWD EEZLND, HEHOREL,
IR D, oI (R EREORE) THHN, TRERBOLOLE LTHETFLNDLDON, A
TV ETOREBEDONLHMNMEBSLERDONT VAR ETHL, V=V HEORLBROA V¥ B a—5%
TORENDIX, ZOERIZET L EEHRNEELRLOTHZLITTERNSTZN, V= iz
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OOLHRBRAZFD, [AKFE L L TOEWVEEEHGTWDLIE EA—IE, ZOEEMIZHOWTH IR L
“Cl,\éloo

V=2 DFE) o= EDZ OFEF] L LT, MIZEXbNHLERL L CIE, SFEHEL
DOREHPVEBRICBET 2 ONZE T b5, (27 7) T, BEEMOETEMR L, FEEBENH T
FIWEERDLIERICOVWTRIE L A LHIRS ATV ARV, 3 EFEL2{EEBENBRICRDD Z &
IMTEDIRT TR, FHBENLENEND AT 4F L) 2EZOEERHLHFLILHEL LT
218, ZOZ &, TRIRERBRICLE o C, MEMBI RENEHRINDLIZILITHEVEZLND D
DTIER, FEPNCEBNELYV GESES TED L OO G A WKHIZIIFFIC R, FITZE0Z &
RS MBZAUTE] (Cox2004:199) LW H YV = DEZNRKBMENTZHLDOTHAH, ZDOHRITEBWD
T, (27 o) %, HEKEICE>THHEOEWMERTHDLEE XD, LLERDL, ZOX572EH
EomElE, EEEIZENEZITET 2700 FEKE - BN Z82 RO THH D, HEEN
FRH « AR BB Z oL W) 2 &k, MOBRABEORTRIC SR> TWnD, ZZTIE 3206 %
P70, 1 2B, (27 7)) THOWLNDLZ W 20O h— RORRAETH L, ToFizix, MH
BT 20,/ L) THEICHEBESEDL D THEEOT 2 A HBEZHLT 50 TADOHEEBEOERET
LEMBH L LT, AT 20 FOKA R A2 HERBFITHEIZRD D L) Rbondbil
BRNDTHD, 2 2HIF, HEEN (Fur7y—) ORRFRMPLMLLTLY HRICEES> LD T
X5 (FVT) EASDTFONEZVATATHD, 3 DHIF, EEEN (Frr7¥—) ZxLT, A
DIBICHTHRTRONEEZY VA RNTHIENRTED (a—u) EMFENDVATATHD, 21
DO — RRVAT AR ERIET H7-0I120F, HEED (Frr 7% —) OFRIZLEDN > TT
BT 5720 TIEIARTST, BER - BB R RS CHEHRBICHI Z L NBLEARAIRRDOTH 514,
ULz end, (a7I) o (VT4 8= arozbofEd) (21X, GRAD, (KL ®RED
RAE), (HBIZHZ > TORMIES) O3OCHETIHERNEGENRTNEEEZL D,

3. (a7 ) ovr—vayr

Ak L=k 90z, (27 I) 1%, oML, SR Yy —Yarazgsnrid oo/, 22T
L, ENH%E 4 DIZHFEL THIZW,

F1OLDIZ, Y—VHARA—TTARXT LT 7 —VarBibd, Z05bO—iT&EE RS
ALTW% (Zorn 1991, Zorn 2002 72 &),

FH20bLDIZ, Y—VHENA—HFA AT 20T TIERODE, (277) o (V77148 — 3
YOIEDDIER) ICTELRTRETHAS LTHYry—VarBnbd, BI2X, & EA—DPEMN%
BODH (a7 I) 0U—rvay FIEENRSMUEE, BET 04 —TF A4 X425 (XA
~DOBMBEERE S L0, 2O (VT IFA4B—2a o DEODOBER) 2, TXHRY Y —OERIZH
OELD LT HRETIT-> T,

F3DOLDIZ, (V774 8—varozooffF®), Lvbid AN o—#Maz@EH LR Lic
Ko THMLZ I T Ty —Va bbb, 2, KH1OL—LOFTXRTEITTLONRHEDIC
LHEMT, HRARKNETHLZ LiTloTWD, BEE, TOX2RTr—Yarx ik L&
HLTWD,
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ECHBANC =2 =3 =7 TR WFIE, £0M CEHIE : JRA— O —#) 138 27 EKT -
el WVWOIDb=a—T—r DY =L, TarTFE—0)—< Y= X EHLIAT> TV,
TarAHERLRX DN ESIICLTWEND, TRIZETHWES, EMRIZR > TloT
E5AF LR, 1375 OEKYT =R, RU AL ASA—=TH-> T BN TAKRDOFIC
RLizoTEo Tz, [HURIERL) (EHTE : 1993 IR DT A 7/~ 2 LA MAMA TR
ENFEHESY ) —2 [JOHN ZORN'S COBRA HRifEl: | 15) TH T o LG TR T,
(& L 1997: 177)

(VT 74—V aroloolf®) #EMlLZTy 7y —Y a3 v OEBRFNE, b5,
Bl ZI1E, 200840 [/ VAT 4T« Ja—Ty 7 - 7x2AT 431 2003]) I281F HEEKIL, #H
HEA (2006:63) OWMERETH D, [HHK X, AV TFALD (VT IT7A4E—varObDlF
Wy OFNL, FOREEL, FOREHIBRTINCLST, ZHL YV —2a VRHRETH D
7=, S 22 2 NOERPLEIRENRRES KBS NDLEEZDBND,

FA4DLDIZ, (VT TAE—Ta O dDE®R) O—MEaMAILT LY Lty yr—Ya i
D, BlzIE, 2013 44FD 10 A~12 AT T O ENCH D WA TR I io A XU b TR AR
RE~INOAL BT —~@TEY v T ¥ A KF TTIE, 94DarZ 72— (LT LLRRE L
FRLRV) B (2T I) O (VT IFAB—=arD0DEH) 2MEOT A5 7 TWE L THE
T5HLEVIRAENITHOITUNDIS,

UEDZEns, (2790 1%, EETHEY =0 NOHEMNL, BaIlBE%E 2 DMK 2 H O RS
THDHZENLNDL, TRETOEESHOLIRICE T, 1B EEE L OBRICOWT, 1EMHD
EHEP LYV EESNTFEET S HEROAN) &, fEMBEEDOLDOTHDL LD EE~DIRE)
EWVID 200 MIEAF L B TE N (i~ K 1985: 245-293), (=27 7)) OFE, tHE (1997 216)
WD IFT oD RTY w7« RAL U ERSTEBOH D EMTHDL EBXTND X DIZ, BRI
TERL TV FHEEZF ST EAMEL LToMEZA L TWLIDTH D, — 1, EE~DIFE] I
EHLESGE, (a7 7) L=V EDBRIZEDI I RLDELEEZLNDTEA I D, IRETIE, £
DR EFTT D,

4. (=27 7) &= (FFLShiEim
4.1. V' —r o (HRLS iz F )

SR (2T Ty (AR B ORIEC TH BA—HFA RF 528 2% FTVBEEE LT
EXDBNDBOE, (3T TN A —HFAXF 552 TOHABRFETT IND Y —> BHORERER
2, AL EINAG L KO RBARCEELING L K9 REGRICE D2 EETITRLS, Y—rohhhild
BRI HIBTIEEC K> TV 572 L HERIT X 5,

MEHED T 0t A CE T BB OHBEED R, ZOLIREEOLONH S Z LIE, -
VRO STV 5, BIZIE, & (2007: 46-48) 1%, A 7> DIEHERICHIT 2 HIBEEIC AV D
NDTTF 4 —T0, M RMEZBEORBGICESWTREEIN 2D TIERL, e Aoz S
TREND T L &M L, g, 8% 0PI DRI T 2R & Thlshs <&
LORMBICHRENTERIZTTHL, 20 [RER] =2, 2200 5R0 BAEFNEE S
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5, —EANFEOFEMEONEROTH S| Lk, 0 HklA) 2 TR TR AHEAMERE ] % fF
STWDHEFRLTWD, 2D i, ABEFEICET AU — (PR 1981:8) @ AT b %
ICED A THWDEIC LHCHEM TE s 2 ARD D, EFRITE L TV v )ik, -
N /) T4 wTF (FBER 2014) WNoR L7z (7 U —71 A (Freeplay)) & WotEs, ¥ K+ (FhaR
1993: 180, 188) M T ¥ AET J DEFBIZ OV TRz [FRFEIBS], [y XL ) FRERNE S
WCRADFOHENFTORIZH D] LWVWIFNHICH, TO—mARNLTWD, ZHb DRI, %
BB G b SN2V EFE SNV T2 LR L BREE TRl (B &, 20 ADF KR -
A@ﬁ%ﬁ%LLT?%%nf: (fEAFIIERLD EDBAVERL > TS TS EEX NS, 22T
X, BIBLEZSICBIT 220 &) Il i E L (HIRfE SN To B EFESZ &L L, (IS
nt%%ﬂ>ﬁ,N4U—(%%1%L1M)ﬁf4yfmﬁ4€—vayi%@%ﬁvﬁm¢5
FDTOIZ, JHELTZWRERICHERORETICTEINDS ] BTV AD X912, 72, Puig (2012)
ﬁ%%@%%x&—x,ﬁﬁ,% R L OMAERE L TGRLREX D1, BEEMRkmz< LT
T 22 ENTERVWEEOLDEEZEX DN, TOXHIITEZTWHE, Y—=uR (a7 7)
DN— N (T 7 AME) Lo BEOOESE LT, (77 A b)) BDERERIRIIC RIS IR T
ERVVEEEZF T DO THLHZ L EITHNHIEA 520,

ZOZ LI, ANR L2 HBE OBEICET 5 Y — ORBEIZHmINICA TRND, Y —I2E > T,
HEFZOREIZEERFRHETH LN, V—Fing REEICENCRT LI & TiEZvy) (Cox
2004:197) LR, Fo TRUE, AARDOEZEELZMSTNDLH L, N RONRT U ZARFE LN
HLEI S TWND, ZAUXRBWAICET 22 72T Lo l, SHIKEELAHTE TSRV E
LD, MoK L EERAT ] (Duckworth 1999: 462) LR _XTWVH Z EBIE, V' —rR, &
HBEEOERFEE, N RELTONT R, i, Y HTE, @RS, ez R 2K
ELTHMIGEIZSSD LW A Y AN—EREZREL TND I ENEZD,

4.2. (FRfbESNT=FHM) DRIZELDLTE

(b En=&5m) 1%, EANRLOTHY, RIS LEBE#ISERLOTH LN D %
R — B E RN DICRA DI H D RICET DY — Ik 2200 FET2HFIT
TDOZEERTHDOTHD,

B (EEE . (a2 —)) 1T arra—L LRV, FRIETINV—TOMBERERIT.
Ay b= T 50357, TRTOAKEHL, FMZMZ L TR LW EIEZ D, FROK EIX
HAIBEOHE LW 2 —%2 R T I T =00 T XA 202D A7, (Burma 1993)

MRE, RBOZuar 72— FRHEEES, BT 7y VA MRV OIS hbR I BnWa T
—ZRNAHDIE, VA EEXDBALHEMLTWDOAN, RFELET Y a URNEWVA, AARIIRE
Bz N, ZANDRRDERE SNT-RHCBRFOREB N TE HALTE, B<ARVWEREZEINRD
ZEHLIRLIEHDN, EARKIZIEZTZ—TFOLIIC ) —LWnIMENRDH D, (Gagne 1993:
520-521)
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V=L, Balarbue— a2 T 525 LRERNWETH KT, 77 VA NIV EIND B
TENRRBO (Fno7E—) ThHhorEL TS, ZORENDL Y —rDa2—FT 22 L5 < LEIX
HOHHLOD, V=TI ZOBOFJE LI EE LT\ 5DH, Service (2004: 25) (X, V' — 73,
HOHRFIIIERBER LOa TR L= a VEBEHRL TV IO LY B E2 L, BIORHIE [Fix=a
TR L= 3 7 W (fucking hate) 72A 7S, D=2 bu— U RNEHERAL] LRSS LTV
LI LEERMLTND,

ZOXEIBRFEL, VDR EERY - BHIZE o THHMICEBETE RV E S RFEED
HLOTHY, 20D (HFRINT-EET ICERLTWLEOTHLEBEZXHZENTELI,

5. (27 T) DORNLE X 2 TV AHIEMEES

ARETIE, AREOREwME LT, (27 7)) O E XX TWAIEMEEZHRFT 5, LiL, O
W2, ZNE TOEMEEDERICOVTHEICIRYIR->TAHALY, BB, BERFZOLEH TEMD R
UCONDBICEMR SN TERLLOIE, [T ks TEHESNT (TZAK) Tholo, TD7%2
22T, R R IIEHEFEORMAE BMICKMINTZHDOTHL EEZEX LN, bl bEh
HEREBIELMTH DL ) IcbiTE 2, Zo X9 e3sidh##% 3 5 N. Goodman (1976)
X, EEMEMOE—MEN (T7 AR ICLoTREEN D EEB X T, Zad (T 7 AR FLEED
ERlEEbN2bDTHD, GET 7 A M) ~DIRFERFEHOVERTIZEDOTat A% (77 A |
By T2EMPEST=DF, ZOWREIZ (T 7 AR PLERHRBZZNKMEINTNDINLEA I,
LL, (TZ7 AN FLEHRNLEZIE, EHICL> TRENTWARVWAOKNREEZ, (EROAE
(X3 2 BIRE 7R B 72 & RS9 2 4 U S8z, J. Bowen (1993: 163) X° R. Taruskin
(1995:187-188) HIZk > T, TAEFTUIRXLIFHH SN TE222, 2OV HFEKOH Y H DLk
PEIZ B Z W, (B OBE&EHEIHET 55 2 2~ L7=O 3 L. Goehr (1992: 268) THh 5, # i3,
Y= bEHONTITOND NN T —~ A, BRSMUOER, EREBOMIIEI 202D
BREDGRE ZAED R NE R L, 20 % BIC8 Y L RBR R4 EZ I BIF, 26 BERBEEF
DOEBEGMEZFEVBMZI2H-ATHD EFFML TV D,

(27 IWeE0H Y Hi, ABEEO b EZ THEIZ, 2 SO T 2 Ml Z R oIcE -7,
ZDO 1 oBOMEIE, V—rHEO (FREINEZEFRA) BXMESNEEL L TOMERTH D,
(=27Z) 1%, ENEL 5K, BEMOBR, BROSONY WL, HrRBEZRNEL R AT A
TREZVASTERTH D, TNEDOART AL, BAMRRIO G & THIE SN 58000 2 s %
STbDOTHHY, £, (2T 7)) OEEREDOL I b DI D0 ERELELATDIEEEERD
DTHLHD, V=B TALF—TFTARXTH] ENWHZEICITEDLLIDIE, TNHDNRT A% A
WH 2R D7 LICRBIICIHAT 2 2 E RO TH LW LZER LTI NDEEE X B 523,
H O 1 OOMIEIE, A I FEC L > TERR Yy —Va VEEBHTEMRE LTOMETH D,

6o 2 o0MlEIE, HAZBEKRLTWD, (77 A Mb) ShTnnw (V774 8= a3 >
DI=ODOIER) b LIZZRKR T 7 —Va VEERHLTWDLOE, VY —vDBAKR (T 7 AN &
MERNWIEEBAEDPZTHY, £ (27 7) BEARERRICL>TEHRT 7 —V a VITIA
DIVEIENDIFE, V=X TAORA—HFTAXTHT7r—Var] EOEWVIBIEDLLRT
TR b7 hoTLE Y, ZOMAEMERICE > TAELLZ —ROFEIL, (27 7)) OEMEEDOEE
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EINZOTENLLDIZL TS EIICEZ D,

HLNLEED, Y—=VEHIE, ZOXIRRUEIELATHDLIONE LR, Y —i%, ALN
F—=HFAZXL TRV D& (T~F a7 #IER, BHEWR EFORELE, TOXS5R2T 7
—VarOFEEZROIEELRRFICRALTEY, S0 IEonTL D (BEEWR o7 —7 0
HliX, FEBVIELWEZXZKE LI ERH D] (Cox2004:197) & XX BRTWS, TALNRA—HF
A RXFT 5] TEERMEE Lz (AW 1T EEERIABEDL, (77 AN ICEEEZEWZIARD
ERESICREISVENTD N v 7 AX =L LTS =2 DRI 5 —< AR ONE Lt

fas

VY= DFENT (=2 =) 0F, (27 7)) oft, (T2 v (Lacrosse) ) (1976), (Z'—/ (Pool)) (1979)
2E, 1974 5 1990 FOHICLZHESL LTV D (Cox 2004: 196, 200),

2 C. & v 7 X (Christopher Hobbs) @ (V41 2t —2Z (Voice piece)), C. #—7 =— (Cornelius Cardew) O
(X% (The Great Learning)) ®—#72 &,

3 ZOEIREMICIE, V—FRAY, TRANRAT, Ur—sUb s ) =T =T a LIRS TEREFIER
HBET R ACHDLIRALEICL > TREN TV LEGE] bR, 20X D RIEBIZOWTIL, AL TE
FizF A~ (BER 1992) Offi, Lely and Saunders (2012) T ZHHENT ST D,

L ZZTO (T7 AR LiF, REO KEE) —0bw s LREEHI L H A A, RERCRBRERE, T —rU - ) —

T—vay RE, MLNOHETHEHERICLERFRN s bo) —&#H7,

DTV AN, Zorn (1991) D CD O} LT/ > TV 5 1987 FF I EF EINT-(=2 77 ) D LP L 22— K (John Zorn,

Cobra, HatHut Records hatART 2034) 23#)th & bivs, £72, Lange (1991:36) ICbEH T\ D,
IR, BEMEOZ LWERIEIC LD r—VOFRDEBERDOH Y FEFIRL, (R7+—< R TF 7T 1 A)

ORI L DRTNED 1950 FERPLRE SN TE I LB~TV D VIl 1991: 52-53),
izr—A L LTEy 2 by 72 ATBrD (E2DH) BEFLND, R=7 X (1981:117) 2, ZOEMEHZE

FTLIN—T% [Va by "Ry ZHMETH - RMOWEMI LFFL, Ya by AR TAREZO%
M REBORTH Y, M RTLTHDLLEZTND] EBNTND LI, ZOFEROHEFICE N Ty = by
INTBCEEOBEERImO TEETHoT, LNLERL, TNThya by 7 A AUBUEY - EFENY, B
OGO FEI L > THEF DY 7 =V a Y ERBIT D L5 RESITL TR,

David Slusser ([C L > TENPNIZH DL, TDOVOEHSTH D,
http://arvidtp.net/bnm/cobra-score/cobra%20notes,%20Slusser.pdf (20154 1 A 9 H HS)

ot

(=2

K}

@

IO XD 7KW, Brackett (2010:70) 1%, (=27 F) ONA—L3FEE LD (AROFE (public secret)) 1272
STND EHEMLTVD,
9 HEFIL, RKREND 2003 (2, & LEA—05 2003 FF& 2014 12, ZNENHBEMEI V-2 vayTE2@L
T (U TITA =2 arDlbOER) 2%AK,
10 201442 A28 ADAHa ¥ —h IETT U7 U Fy /L REREE 204~ETOT V7 ¥y L K, ZRITNS
BHRIET 1 (B WNKRFREF ¥ o RRALRIeA—) O U A= L OERT 2Bl Lz b 0% % H iR L,
Wi, (=277) ofe LT, LIZLIEETFoN 2R THY, Y—rEFBLIELEEERLTWS, flxiE, v
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=T TR0 O 20, WAELY BN, EX0 bBMRMEEH S Z &72-72) (Cox 2004:199), [HRMICR DT

X, BEFEEEDT U FIZOWTIEHETARTEFTIT/-DL LV Z e Eote, HENTDE, #HiEEo7z, [vwo
B, NWORLDDEINITEZTH, e TE 2720, THEREI W IMAEDLETRLIN] FEATH, £
DODFHFEZRV, [ZZ2TAPREDL] LIFEATH TE5£D20] 135 272 (Mandel 2000: 172) & if
_RTND,

12 (ST 4F L) &iF, AX) AOMMERE, 717 - <A U— (Derek Beiley) IZL-> T Bk 7-&T
O, MOPrOEERAEZE LS ELERSTFEOEREOILERERT D (N4 U — R 1981), BEfRMICIE, &M
BOE X, VXA, BREROFWREICLIDIEREN Y 2 AF ¥ —RE (1, TNHOMAGELE) THD, il 21T,

AV ROV E—VEENNIEBE T HRE, 22004 0 REREEORXNEZE LMD ZENTEL0H (AT 44
L) ODEATH D, Thbb, Whwd T4V FEREEL LI 2ELSETVAIERNEREOTXITR (17 4
FL) THDHEFRD,

B 20, (a7 7)) TlE, EOLIRBHETHLSMAETHLZLEITLLAA, BRINORITEMTHZ L X

AR TH D, EBE, THETIATONTELR Y OHEBERHEEL R TH, BAFER, vy, 7V— A Tnvy
P—va V5, e BRIy 7 7T 00 REROMBRENRIEL TVD Z L0, ERUNO S ORELE—H]
ZEL Y= E—REENTNDHZ LB 7 < 72,2003 4E 3 H 16 H DA La mama TR S iz (X k&
b2y —4z JOHN ZORN'S COBRA FUntfERk (R AKEER) | T, Mke LT T8I, f&, F—AA, K= b
V47747 47, n—F=—, Vo., BH, THIE VA X, IZELHL, WLHLWSE, Fla, FH# &b
5 (R=PMAORTICFAR—DHINHEL~~, \EELTWD/3— NI,
http://www.mogyjunwich.com/event/cr123.html 2013/8/20 &), Z LM B E LR WA, (=27 7))
DHRR DO FFAEFHDIR S 2R LTV D,

WAEMICE T, 208 HEBCHT> TORMIEE) ICBHT22LE2 (T7AME) ShT0niab0h

b, vabvINyBYyO (EOOB L) EERBOVESTHD,

—

5 http://www.makigami.com/cobramember.html 2015/7/25 £

—

6 http://cmflog.blog134.fc2.com/blog-category-7.html 2014/3/20 [

—

7 https://www.facebook.com/events/1426218884266879/ 2015/7/18 %
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