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Foreword 
by Robert Ashley 

Gisela Gronemeyer and Reinhard Oehlschlagel asked me to write a Foreword to the 
MusikTexte publication of Music with Roots in the Aether.' I agreed because I 
knew that virtually no one would know or remember anything about the project af­
ter the twenty-five years since it was made, and I knew I couldn't expect anybody 
to want to restudy the project (fourteen hours of television and hundreds of pages 
of interviews and commentaries). But the Foreword turned out to be hard, even for 
me. I couldn t remember who I was when the project was conceived. I couldn't re­
member any of the energies of the ideas that went into the project. Purposely I have 
not been good at remembering old ideas. I burn bridges. It keeps the path clear. 

Everything now seems so obvious. I wanted to make an "opera for television" in 
which the characters of the opera were composers and the "drama" of the opera was 
in their music. I did it. Perhaps hundreds of thousands of people have seen the video 
tapes of the "opera for television" in closed circuit presentations in music festivals, 
in museums and in their homes. (Lovely Music, Limited, the distributor, is still sell­
ing copies.) Recently, it has begun to be shown on cable channels in the United 
States. It has become a kind of "cult" classic. But twenty-five years is a long time. 

I was in a desperate situation, having nothing so say that I had not said too many 
times and too long ago. 

Miraculously, in being forced (for lack of any more space) to "clean out my 
files Icameupon three essays and an interview about "Music with Roots in the 
Ae her that had been written when I still had the polemical energy to "explain." I 

TlTs 7 7 7s 7 lssays and the interview that 1 could not these thin§s 
ti°s A'li °"e A- and tHe intCrVieW t0 make UP the Foreword to 
i Cn ' a"°n- lHe edmnf.COnslsted mostly " correcting dates and times (chang-

with regard 7 ̂  MUSikTeXte PUb ' icati°n that h« - ke explained 
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time. (I had a commissioned premiere date.) So, Roger was "interviewed not on 
tape (like the other interviews), but by the composer, Paul Robinson, who was at 
that time on the faculty of the Center for Contemporary Music at Mills College in 
Oakland, California. It has a style that is different from the other interviews. But it 

reflects my admiration for Roger's music. n 

Another peculiarity in the MusikTexte publication is that there is no "Interview 
with Robert Ashley. (In the opera for television the interviews with the other seven 
composers are conducted as part of the "Landscape" with the composer.) I tried to 
solve this problem (how to interview one's self) with two, different one-hour pieces 
on camera. (In one I talk with "Blue" Gene Tyranny; in the other I talk with Sam 
Ashley.) Neither was satisfactory. So I substituted, in the opera for television, a per­
formance of a composition I was working on at the time, entitled in the video ver­
sion, "What She Thinks," which allowed me to bring together with me three people 
who were very important to my musical work at that time: "Blue" Gene Tyranny, 
Paul DeMarinis and Mimi Johnson. So, "What She Thinks" is the "Landscape with 
Robert Ashley" in the opera for television. But what was said during t e pe or 
mance would not make much sense transcribed to paper, much less constitute an in­
terview. So there is no Interview. Maybe the composite of my presence in the other 
six interviews will serve the purpose of an interview. Otherwise there is the extract 
dinary, flatteringly understanding and sympathetic essay on some of my work and 
ideas by one of my most long-time musical friends, Robert Shelf. 

1 am indebted to all of the artists who collaborated in the opera for television 
Philip Makanna, who directed the scenes and operated the camera Jerry , 
who was the video engineer and who made the equipment work under the most ad­
verse conditions; Maggi Payne (also, David Behrman, Peter Gordon and Marc 
Grafe), who recorded the video interviews and the music; and William Farley, who 

was my "concept consultant" and friend throughout. uPf0rc 
I thank Mimi Johnson for editing the interviews and the commentar s before 

they were submitted to MusikTexte. The abridged version of the longer text of Ro 
ert Sheff's essay was made by Peter N.klas Wilson, who also translated the entire 

English text of "Music with Roots in the Aether to German. 

I I  

What is the book, "Music with Roots in the Aetherf " 
This book comes out of an opera for tension by the same name but the bo k 

longer than the text of the opera. In the television production I asked^mposes 
t o  t a l k  t o  m e  a b o u t  t h e i r  i d e a s  i n  s e t t i n g s  t h a t  w e r e  t h e a t r i c a l .  T h e  ' « e r v , w a e c  
led "Landscapes" in the opera. I wanted the talks to be beautiful and «m 
look at, something different from the ordinary TV interview. In most television m 
terviews nothing much happens in the way of "character. In the opera the Lands 
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anu suinc-capes" are staged, some staged out-of-doors. There are things to look at, 
thing is going on in the picture besides two people talking. This has an effect on the 
mood and the tempo of the interview. It influences what is said. Sometimes the sub­
ject would change abruptly. I don't know why. Maybe you think about ideas diffe­
rently when you are standing in a strong wind. These interviews were edited. Then, 
I asked seven younger composers to write essays on their older colleagues. 

Would you explain the idea of the essays ? 
There is apparently no writer in music theory qualified to write about this music. 

This is very peculiar. The subject is a group of composers with international repu­
tations. The composers have been active for thirty years. They represent a "move­
ment comparable in scale and originality to anything from the past or from another 
place. There is an abundance of journalism, but almost nothing in extended argu­
ment written about the idea of the music or about the composers. 

Music with Roots in the Aether" was begun in the tradition of the composer-
interview, and it has the qualities of that form. It is casual and forthright. And it has 
the flaws of the composer-interview. Important ideas are incomplete. So, I asked the 
younger composers (the next generation") to write something to introduce the 
music and the ideas. 

Wasn 't that asking a lot ? 
I knew I might fail them. A publisher was "interested," but I did not have a con­

tract. There was a lot of work to be done. The contributions from the writers came 
in promptly. They believed in the idea. They showed themselves to be experts in the 
music they wrote about, though there were no compositional "influences" to speak of. 

So why is the book twenty-five years late? 
I did fail them. My relationship with this publisher got to be so depressing I 

couldn't go on. The publisher wanted a "negative" advance, complete control and 
no responsibility. Other publishers said they didn't know anything about contem­
porary music and weren't interested. So, I waited for desk-top publishing or for 
some change in attitude. 

The writers have all gone on in their careers and probably have given up hope 
that their essays will be read. The essays are no longer up to date as reviews of a 
ornposer s work, but they are up to date in other ways. This delay has given a twist 
o the project I could not have planned. The composers in the video recording were 

mure It is trr " ,T"'^ t0 tHmk ab°Ut the Past 

th vid r ty lnt™s- foment m the composers' lives gave 

hme WhoTr'"85 T"t °' t ,meleSSneSS> the we„ so fixed in 
Wh° can ^member the optimism of .976 now? In counterpoint to that time-r, T ,itT. " w T ° l > " • » " ' " <  N„». ,HT 

What does Aether mean? 
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Not long ago a few composers dreamed of the day when there would be a lot 
more new music. Now I think many composers dream of the day when there might 
be a little bit less—because the boat seems to be listing. But things are still better 

than before. 
The first person I saw making music (except in the movies) was the jazz pianist 

Dickie Johnson, who played the piano with the Johnny Harberd Orchestra, which 
was organized by the Custodian at the Post Office, Mister Harberd, and recom­
mended to me by my father, who worked at the Post Office. I followed Mister 
Johnson around town at night, when I could get into where he was playing, as in the 
parables about how one learns through devotion and selflessness, while suffering re­
jection by the Master. Years later, on the way home from a meeting in which one of 
the Authorities who had just come back from a sabbatical in Europe gave me ere 
for having ideas "just like" an important European composer (name withheld) but 
withdrew the compliment with the disclaimer that He s a genius, of course, r< 
into Dickie, who was working the back of a Sanitation Truck, and I rea IZC 

things were different here. # M 

Last week [1987], I was invited (see "Landscape with David Behrman : ou 
would have to be popular for non-musical reasons . . .") to the season opening o 
the New York Philharmonic. From an Important Box (I keep fast company) 
watched a lot of Tuxedos dozing under vigorous massage by T e 1 e to p 
thinker from falling from his seat. I thought to myself (in prose): In spite o goo 
intentions, hard work, your gift from God and relatively good luck, intelligent com­
panions, national prosperity, a world-wide reputation, good heat an soun 
best wishes from friends and a decent suit of clothes, as far as tg f , 
you are on the outside looking in, have always been and will always be, and nobody 

you know is any better off. 

This is New'York City, i9S7. Down below a large number,of men (the orchestra) are 
trying to take us back to the Vienna of 200 years ago, and that is all t ey 
Next door at the Opera the same thing is going on. 
All over the country the same thing is going on. rtllki;rirv for this 
Yesterday's article in the Sunday NeW York Tones-par. of the publ 
event-describing the desperate situation for orchestras all over the country, 
plea for change. It was a plea for more money for the same tmg^ demonstration 

It would have been foolish for me to make a one-man, Eutop y 
from the Important Box. , . 
Looking forward to the winter months is not as casua as it use Florida 
Thirty years of hard work has not put anything in the bank, so I can t retire 

and become a legend. 

™=Ct does not describe the world's .ndifference to the situation. 

I am pretty much cured. 
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I did "Music with Roots in the Aether" to explain the situation here. 
Aether fills the void, as in not knowing when you might get a chance to hear some­
body make music, or where is the nearest town where something might be going on, 
or whether Harry Partch is still alive and if so where, or whether you got the idea 
that wakes you up at night from the hard-to-hear part of what comes over the radio 
or from something you read about in a magazine about electricity or from some­
thing you just dreamed up. 

Would, you describe this music as classical? 
Many composers of my generation missed out on a classical music education be­

cause the lady who taught "Rustle of Spring" couldn't play it. For me, classical mu­
sic lived in the parlor, as an ideal. It was called classical music to distinguish it from 
the music of, say, Nat Cole, Meade Lewis and Frankie Carle. Their music lasted 
three minutes. Classical music lasted a long time. There was nothing else. Now there 
is something else. It satisfies the requirement of lasting a long time, which is an im­
portant quality of thought, and it is played, which is an important quality of music. 
We don t have a name for it, but it's here. It is theatrical in its appearance and dra­
matic in its forms and techniques. 

Would you explain dramatic? 
For us (Americans) the presentation of music is still an unusual experience equal 

in importance to the symbolic substance of the music itself. When the composer has 
been willing to treat the presentation and the symbolic substance as part of the same 
package, the idea is knocked around of the "American Eccentric" —meaning the 
composer whose music is unusual in its presentation or in its use of instruments or 
in its form. But that idea is wrong. There is no American center to be "eccentric" 
from. The situation is simply "dramatic." That's what we have to live with. Ameri­
can composers envy their European contemporaries, who are concerned with ques­
tions of structure, technique, social meaning and political value, which we have no 
use for. When we look to the European composers, who are closest to us in the in­
terchange of ideas, our suspicions are confirmed: our music gets no points for its 
structure, technique, social meaning or political value. What the audience likes is the 
drama of a new music being born. 

What about the situation for younger composers? 
Will something of substance replace the Aether? Not soon. All of the parts are 

in disarray. The younger writers in this book are now "middle aged" themselves and 
are spoken for: computer designer, producer-performer, video-graphics editor, re­
cording engineer, singer (free-lance), Arts Council Administrator (Great Britain), 

chln^T pr°ducer"perfo™er- And a11 "e composing music. How shall 1 get a 
hanc to hear then music? I know, I'll call up the Director of the Philharmonic and 

h ?ea R?om b t'h Pera' *nSWer' 1 wait until I see them in 
sters don r V " T*'' " We wiU discuss *e problem. These voung-
sters don t write for orchestra and opera companies anymore. List the reasons. 
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Then, we can get down to business. Establish a sort of "Place," with many kinds of 
studios and many kinds of stages and a coffee shop and restaurant and a schedule of 
fifty-two weeks a year. Older players can come to learn. The very young can hang 
out and come up playing when they are ready. Because of the decent budget for pub­
licity, we will have large crowds and lots of discussion in the media, pro and con. We 
can have a Place in every city, a network of reality. We can invite composers from 
other countries. This is wonderful. With support from the Big Names in Music the 
National Endowment will get behind it. That will bring in Corporate Support, and 
the Corporations will be happy about the new emotional health of their represen­
tatives. There will be no more sleeping in the aisles. Et cetera. Oh, well. 

I exaggerate. Actually, electricity is changing everything. But that is in the future. 
For right now we watch the younger composers in amazement. The drama is t 
struggle of the individual with the situation. How to get the music playe • 
have to compose without regard to context: who might be listening? is oing it re 
alistic as a way of life? Hardly anything of how-to-do-it is kept from one generation 
to the next. You are left to figure out how to do it on your own. The ru e is. 1 yo 
come after another composer in years and your music resembles that composer s 
any way, you are out. We like composers who seem to have come rom out 
where. We don't play their music. We don't make institutions to have t eir ™ 
played. We watch them work their way through life and then lament t em 
the reason why those men in the New York Philharmonic were trying to 
Old Vienna: They Have Nothing Else To Do. To think about it any ot er w y 
would be un-American. The American orchestras and opera companies 
itually unemployed; they lack useful skills, are listless and resentful, live on gove 
ment subsidies and are a source of worry and attention in the me la. 

When do you recognize the Aether? 
One dimension of the Aether is the difference between what the composer, when 

he or she is young, expects to be doing later in life and what actua y *ppe 

actually happens is that at around thirty the composer realizes that the phone will 
never ring, that precious years have been wasted and that it is time to ge 
business. The chiId-prodigy composer is inconceivable for us. Starting^time^is 

"around thirty." Personal styles emerge intact. Any dia ogue wit w 
before is precluded. A new form of the language has been invcnte on ^ ^ 
Later, critics, journalists and other members of the pro essiona pu inst;tu_ 
the best talent has turned out to be so "different and unsupportive speak 
tions and speak of making efforts to see that it will never happen again. They spe 
of "education." But nothing ever comes of these discussions. Meanwhile a new gen 

cration is working toward a language. 
Would you explain why it continues in this way ? therein 
The positive aspect of the Aether is the absolute and existential 

which probably is its attraction for composers in countries, say, 1 
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you can sit in a cafe all day over a cup of coffee and the vegetables come from farms 
nearby. American music is a cowboy movie enacted in vastness. The lawlessness of 
America is our charm. Here everybody carries a gun and writes whatever music 
they please, unencumbered by preconceptions. That's something. 

What do you mean by preconceptions? 
I will have to admit it: I never had an idea about what music should be. It seems 

strange to say that now. That I wanted to make music almost without any experi­
ence of music seems strange. That I should want to make it without knowing what 
I wanted to make seems strange. It reminds me of the nature show on television that 
emphasizes how strange it is that the baby turtle emerging from the shell in a labo­
ratory knows which way the water is. I think that instinct is what makes musicians 
out of people everywhere. But it must be different when there is a model (when the 
shell is where it is supposed to be in nature.) Music is a "story." Maybe in "older" 
cultures music can be, for the individual, the story of the culture, a history that the 
individual has absorbed. In that case there might be the notion of what music should 
be. But in the Aether there is only music and no should. We have emerged as if on 
the laboratory table, with the instinct in full force and with a long way to go. 

How does the opera fit into this? 
The question of what we are up to got to be a major preoccupation of mine. I 

wanted to understand it better. That was the reason for "Music with Roots in the 
Aether." The first version of the idea (1968) was to bring a large number of compos­
ers and other artists to perform in one place for a long period of time. It was a 
"project" in current terminology. I tried to make the idea seem as altruistic as I 
could, but the motive was purely personal. I wanted to learn something. But no­
body who could have helped (a foundation, for example) was interested. Then, five 
years ater at Mills College, with the help of Mary Ashley, Nick Bertoni and William 
Moraldo, I produced "Music with Roots in the Aether" as a performance festival. 
That was a high point of learning something. But it just wasn't enough. What it 
lacked was some trace that I could go back to. It should have been recorded. An­
other three years went by and I went to many people I thought would help with the 
idea of an opera to be produced someplace where there could be a long run. The 

sturatioCrT m ^ C°mpOSerS- The story would be the music. In every 
l̂ r Ther?5 TtW°rdS' " n° POSSibi,î  1 ™uld support opera. 1 here is no such thing in our time." 

Discouraged, but not dissuaded, I sulked. Then, one day my friend Bill Farlev 

checks started arriving. Then I had rn m*L-„ 1 . action. 1 he 
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money before either of them and I could get together on a performance and a sched­
ule. To have covered the ground completely I should also have recorded Maryanne 
Amacher, Larry Austin, Anthony Braxton, Joel Chadabe, Joan La Barbara, Salva-
toreMartirano, Roscoe Mitchell, Steve Reich, David Rosenboom, Frederic Rzewski, 
David Tudor and Christian Wolff and at least a dozen other composers. When the 
recordings were finished and I was showing the piece to people I hoped would help, 
I tried to get support for another "series" and for a group of programs about Euro­
pean composers, but it was impossible. The rest is as I have told it. They are on tape, 
fourteen hours that I have listened to and watched through a minimum of fifty 

times, and finally I am satisfied. I still don't understand. 

What did you expect that understanding to be? 
Nothing in the recorded programs of "Music with Roots in the Aether or in a 

lot of the music I love resembles what I imagine I should think music should be. 
Each of the composers is different from the others in the sounds they make, because 
of what they have chosen to make the sounds with. They are in accord in how t ey 
think about their music. "Music with Roots in the Aether" is a sample of the variety 

that is produced in our situation. And the music made by the youngci compose , 
who have written for this book, is yet another thing. How is this possible. Is t ere 

an end to such variety of sounds and how they can be put togethei. Can it 
hausted? Probably not. We have problems, but that's not one of them. Now, because 
of "Music with Roots in the Aether," I wish I could see a video tape of Henry Cow-

ell making music. I saw him in person, forty years ago. He came to t e uni y 
where I was studying and gave a lecture-demonstration. It was not unti t irty y 
later, when I was doing lecture-demonstrations myself and had learne t e po it 

of that ritual, that I remembered they had put him backstage in t e c 
where we, the students, had to stand for an hour and a half. It was noisy w p P 

walking in and out, and it was chilly, too. He wrote music out on PaP^ 
to have it published. There was little choice. It was his gift to t e wor 

Is this music published? _ . u k#> in 
In the situation we're in now we don't need music Pubhsh ing, or we w°u 

more trouble than we are. I think that only Reynolds is pu is e . 
nected to his decision not to perform. For the rest, pubhshing, as an o g ^ 
been a ludicrous problem. Publishing firms seem reluctant to hire peop e 
read music. This must be true. Almost no music appears in print that wou ^ 

otherwise. In electronics, any new idea of general interest is exp could 

)ournal by a person associated with the firm that is pi omoting tcch-
be simpler? Have we ever seen an analysis of a new kind of score explained^in ate ̂  
n 'cal journal by the publisher of the score or by someone who could a g 
composer about the difficulties of the score for a publisher? 1 an s a o 

Years ago I spoke at one of the conferences that deal with our problems.Th.s o^ 

"as in Europe and was about notation. X tried to explain that for us ( 
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tation couldn't be a problem, because there were no publishers. The Europeans un­
derstood. Outside in the lobby every European publisher had a display table with 
contemporary scores. The dramatic facts, for me, were: the scores numbered in the 
hundreds; there were scores by composers I had never heard of; the majority of the 
larger scores for orchestra cost more to print than I had earned in total income in 
the year that the score was published; most of the scores had been played. 

Later that year I attended the world premiere, in Holland, of a major work by 
John Cage. It wasn't to be played. The conductor explained that the parts hadn't ar­
rived until yesterday and that the orchestra was not interested in sight-reading. 
Cage was gallant about his publisher: he had sent the parts in months ago, so there 
must be some mistake. The orchestra sight-read the piece at his request. It sounded 
very American. On the same program the orchestra played Ives' "Three Places in 
New England." It was the best performance of any Ives that I had ever heard. Ap­
parently, they rehearsed and, so, felt strongly about sight-reading. 

Is this situation purely American, then f 
The publishing is. The excellence of European scores is obvious and well-

known. I have seen recent scores from Japan that show the publisher's interest in 
what is happening. The United States is a disaster. Most of a generation's work is un­
published. The reason is publisher-sloth. As for the music, no. The effects of the sit­
uation are spreading. As I said, I wanted to do programs about certain European 
composers. That was twenty-five years ago. What I hear now from Europe sounds 
like things are changing for many composers there. South America is a mystery, for 
reasons that have nothing to do with music. Japan is important, because of its open­
ness to synthesized sounds, but word of mouth has it that things are not easy for 
Japanese composers who might not be interested in a "popular" audience. I don't 
know what is really happening there. 

American composers are good at getting small groups of musicians to work to­
gether, without much reward, because (Philip Glass interview) "there was nothing 
else to do. This has forced the composer to become an expert producer and per-
former in techniques so specialized that many musicians can't follow what's going 
on. The expertise covers both instrumental and ensemble practice, which is where it 
counts, when other people are to be involved. Outside of the circle of expert-
friends the composer's experience is that other musicians can't play the work be­
cause they don't know what to do, and even after what to do is explained, they can't 
do it. They can't do what is required in ensemble. To be fair to instrumentalists and 
singers there is never enough rehearsal time, and to spend additional time on pre­
paring a performance without even the rewards of being a member of the band is a 
real test of idealism, but the fact is that, with the exception of the dedicated ensem-
bl s^music in America has become a matter of sight-reading. This is glaringly true 

for the firstTm™ h is Sen«ically different from doing something 
for the first time, when you have done something like it many times before, as in 
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jazz or as in what musicians are famous for throughout the new-music network. 
Yesterday I heard an orchestra playing Debussy. I was reminded, painfully, that, if 
any composer wrote that piece today, no orchestra in America could play it, because 

it doesn't lend itself to sight-reading. 
That is why the composers in "Music with Roots in the Aether" have made their 

reputations playing their music themselves. Their work often excludes other music, 
because there is no support for even what has to be done. We don't have an Alvin 
Lucier interpretation of, say, Virgil Thomson, for instance. So, once in a while some­
body stupid wants to know if these composers know anything about music. 
"Classically trained" usually gets into this conversation. This sounds like an exag­
geration, but it is not. Another stupid idea comes up when the listener has prefer­
ences that make him or her think that the preferred music is an exception. This can 
go in any direction. Preferences are inevitable, but trying to divide the music into 
"real" and whatever the other might be and pitting one version of an idea against an­
other is stupid. In connection with this problem I should report that these compos­
ers like each other's music and try as best they can to keep up. The younger com 

posers' essays are an example of this. 
The true "exception" in this group is Roger Reynolds, because of his decision 

not to perform. Note, though, his remarks on what happens when he is not present 
for the preparation of the performance. Having known Reynolds for fifteen years 
at the time when "Music with Roots in the Aether was produced on video an a 
ing watched him rehearse performers, I wanted him included in the group as a 
zarre case of a "performer" who does everything except appear on stage. 

How can this music survive? . 
One answer is: in recordings and in every other kind of electronic ocur 

tion. Another is: apparently everything survives in its essential nature in 
"means." Another is: that question confuses us on the matter of how to make music 
happen for the "living audience." Change is the principal fact o American ̂  
that, and the fact that the composer is always "on the outside, oo ing in. 
peculiar to America. In some way we should be happy with our situation, p 
so much freedom, diversity, et cetera. But the burden of the situation is 
tue of being excluded from collaboration with on-going institutions t e co 
is denied the simple pleasure of reward and the profound pleasure o wor 
a large number of people organized toward a common goal. Our music as 
itation of staying in the largest scale of production and conception t 
poser can manage by himseff or herself, never to be able to move through dtftent 

forms. That is a shortcoming in the mus.c for which there ts no cure. When » 
Iring happens for an indtvidual as an exception, the circumstances ^turno^ 
t0 he so rare that it may as well have been a case of winning tg , , nrn,nec[ Gf 
American composer reaches middle age with no prospects except 
doing the same thing he or she has been doing for the last twenty-five years. 
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paradox of "change" is that nothing changes for the changer. 
What can we expect of the future? 
At the moment we are—to borrow a word from John Cage (Silence)—in a time 

of "consolidation." It is agreed that, firstly, the idea of controversy as an inevitable 
side-effect of new music is dead and, secondly, everybody is happy. The consolida­
tion has come this time in the form of a renewed interest in "the score" —for exam­
ple, the musical idea spelled out on paper in detail and in a form that is publishable 
and playable by the average musician, thus making the expert unnecessary and the 
living composer indistinguishable from one of the dead ones —along with support 
for the all-purpose small ensemble playing from scores, with an emphasis on his­
tory, especially with attention to the generation that came just before mine and 
wrote a lot of scores. It's a lesson to young composers. Get a job teaching (or what­
ever) and write scores. Send them in. 

The real meaning of the consolidation is not scores, obviously, which are some­
times necessary and always interesting to look at. This consolidation (Cage was re­
ferring to one that was felt among composers in the 1950s) aims to simplify presen­
tation, to clear up the confusion about what music is. In this consolidation the past 
of presentation defines the present and whatever does not fit that definition is "ex­
perimental"-that is, untried, untested, and perhaps untrustworthy. (Curiously, the 
term, experimental, which has become so commonplace that we are willing to 
overlook what it does to our morale, came from the same book, Silence, but Cage 
coined the word there with a meaning, the purpose of which was entirely different 
from the one used now.) So, this consolidation has focused on the score, because the 
score defines the ensemble and through the requirements of the score we are urged 
to substitute one kind of ensemble, very "generalized," for another, which is "spe­
cialized" and unique. This is a mistake and a passing fancy, imposed on music bv 
those who are trying to make sense out of what is difficult and who have reason to 
be concerned when the composer-as-performer decides to do something that has 
never been done and probably can't be done without a lot of help and support. 

All-purpose ensembles are wonderful. What could be more wonderful than what 
you couldn t possibly do without? Everybody should have whatever they need from 
tie great past, the recent past and the present in whatever proportion they need it 
and when they need it, but the idea of playing a little bit of everything is not neces­
sarily wonderful. Inevitably, the everything lacks something of importance-what 

stanTd r8S T °Ut differently in this consolidation if there were a 
b u t  tt i! ' 7u °rty 1;°UrS °f rehearsal for  ̂  —y minutes of performance, 

.hi.- i« - r' 
Were do you think the new idea will be founds 
I think ,t will be found on television. I don't mean played in front of cameras 
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with some idiot explaining what it all means while the music is going on in the back­
ground. I mean composed for television, bringing together the music and the theater 
of the music in the way that the composer has imagined it and in precisely the way 

that usually makes it impossible to be realized on stage. 
Is it realistic to think that television will do new music? 
I know it would seem that television is a more formidable establishment than 

music. But the differences are two, at least. The opera, as the extreme example of I he 
Establishment, but typical of the larger problem, and seen on television as docu­
mentary, with questionable musical results, was brought to America and is brought 
to television as a replica of something else. Because it was conceived as replica, the 
structure of plurality was replaced in our understanding of it by the structure of 
"best case," with smaller and smaller replicas spread as far as the eye can see, all as­
piring to and feeding the "best case" situation: a kind of baseball farm-system with 
only one team in the major leagues. This arrangement makes opera people impossi­

ble to talk to about anything except the question of replication. 
Television, on the other hand, is diffuse in the way we do it. We have more net­

works than anybody can keep track of now, with others waiting in the wings. This 

has spared television broadcasters and the television audience from the best case 
syndrome. Television is subject to the same pressures of large-scale dissatisfaction 

with sameness that made the audience for new music, and that fact can only wor 

to everybody's advantage. (Moreover, television is "real. I have had the experience 

of having a young journalist ask me what right I had to call my work opera, an 

when I asked him if he had ever been to an "opera, he said no.) 
Of the human activities an audience might be expected to be interested in, mu 

is the main one that hasn't found a form on television. That music lends itsc wo 

derfully to television production is so obvious, its absence on the scene can on y 
explained as another symptom of the Aether; we don t have a clear idea a out 
our music is, so we don't do it. But, I think it will be done. (I don't think it will hap­

pen in my lifetime.) "Music with Roots in the Aether" has finally been mis e 

(technically) for television. In the meantime, it has been shown in close c 
thousands of people. In the meantime, too, a second opera, Perfect Lives, 
half-hour Episodes) was completed and has been broadcast in Great ritain a 
m*ny places in Europe. I presume that eventually it will be broadcast here. 

Another difference is that everybody in television has to dea wit cont p 
technology. This makes television people, on the whole, more optimisti 

°Pen, more sane to be with. The sentimentality and cultural schizop ren,a e 

'ed in the guy whose Stradivarius pays for his sports cai and his tic et ^ 
c°rde and who doesn't want any music that would make the Stra lvanus c ^ 
he P^ys it obsolete is not met with in television people. Television peop e 

Servative, under the pressure of public opinion (ratings), ut 1 e7 a monstrate 
°Pen to whatever good ratings can produce. If a good producer cou 
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that live music gets good ratings (as Mobil Oil demonstrated that British accents 
could produce good ratings), there would be live opera for television. The composer 
as contemporary artist is not regarded as a threat in television. He or she is just not 
in the picture as of now. 

In the music establishment we are regarded as a threat. (I spoke at an opera con­
ference a few years ago, making essentially the case I am trying to make here. A man 
stood up in the audience and said that if we followed these suggestions it would 
mean cutting back on Mozart. I said that I didn't think that Mozart would disagree 
with me and that considering the way he was treated he probably wouldn't care 
anyway. The man got very excited by this idea. He said that I should be put away. 
Somebody told me that he was connected with the Met. I have always wondered 
what he meant by "put away.") 

It would be nice not be to a threat, to feel that your ideas, if they were wholesome 
and designed to employ people doing something they arc proud of, would be tried out. 

It is more likely that I will have a chance to make a work for television, with proper 
funding, with a mutually respectful relationship between me and the producer, with 
no compromise of the music to what technology is available, and made for an audi­
ence that can be expected to like the work, than that I will ever be invited to make a 
work for the opera stage. And even if the opera-house invitation came, what about 
those conditions of making the work? Can we imagine "proper funding," respect 
for the work, contemporary technology ("instrumentation") anywhere in the seri­
ous-music establishment? The only condition that we could be sure of is a grateful 
audience, and the composer has had to create that for himself or herself by building 
an audience outside of and in spite of, what is currently in place. 

Is there really an audience for contemporary music? 
With comparable publicity the Philip Glass Ensemble can outdraw most major 

symphonies, and, more important, his audience comes with something specific in 
mind. I don't do badly myself, though touring opera productions can make a person 
pensive. For most people who will read this book the question is rhetorical. Every 
one of these composers has a loyal following. It is what makes the world go round 
out there My complaints about the musical establishment are not that it is a with-
out-wh.ch. The establishment refuses to "make friends," is desperately greedy and 
perpetuates the schizophrenia ,n our culture that prevents the audience for contem­
porary music from having what it wants. There is a serious question about the real-

Dublic mI" non-contemporary music; considering how much effort and 

wavs been an" ,'T T Creatmg ** SitUat,°n S"mS ^ere has al-
time find"nT,r trCe. music. "en when the audience had a hard 
aelr'tnomeno • taTgC ^ ̂  °f the ™sic-with-roots-in-the-

the responsibility forLkiLg^Xdable^XHs h^' ^ C°mP°Ser HaS tak<m 

18 
Music with Roots in the Aether 



problem is that with the composer doing it virtually alone —that is, a large number 
of composers doing it with no substantial support except from the network that 
they have created—when the composer gets tired, the music is lost and the connec­

tions are broken one more time . .. Aether. 

How about some good news? 
The good news is that nobody stops. The idea is out that you can produce music 

somehow, and that the music is part of something. I don't know what to call it. It 
has nothing to do with an audience — although the audience is there —or with any­

thing else outside of you. It's that whatever-it-is that made you decide to make mu­
sic in the first place. The good news on the larger scene is that music-with-roots-in-
the-aether has reached epidemic proportions. Everywhere you go in the United 
States composers have decided that they are going to do it on their own. There is a 
tremendous variety of musical "facts." The information network (what Pauline Oli-
veros refers to in her interview as "word of mouth") is very fast. But the scale of the 
reality is so large that people in one place are not intimidated by influences from 
another place. The much-feared homogenizing effect of technology-composers 
being more closely in touch with each other through travel and communication and 
sharing of instruments and software —has not come about at all; things have gone in 
the other direction, and there is more variety and surprise and originality and p ea 

sure than anyone could have dreamed of a generation or even a decade ago. 

Do you have anything else to say ? 
What follows are personal, unguarded remarks by a few of the best composers 

alive, and there is technical and "inside" information that is accurate and not ot e 
wise available, written by composers, who know what they are talking about. No­
body in this book (except for me) cares, probably, if you read this stuff at a , J 
reader doesn't have to be embarrassed by emotional obligations. Al o t c wor 

was done as a favor to the music and, once done, put aside by t ts  ^ 
present. Long since, everybody has gotten back to making music. es p 
traits of composers who have made something out of whatever Act er is 

III 

sic with Roots in the Aether" is a series of interviews with seven co^°*e" 

seemed to me when I conceived the piece —and who sti seem to , r 
^ears later-to be among the most important, influential an active me ^ ̂  
;o-called avant-garde movement in American music, a move fhines 
™ in the work of and in the stories about composers who starte 

le music of other cultures in our avant-garde, our music voung 
;rican tradition—probably because the American musica cu 
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and because so many American composers have European roots. Even the extraor­
dinary influence of African-American music in the avant-garde is through the expe­
rience of African-Americans-in-America. The story of African-American music and 
its shameful lack of recognition has been discussed in many other places. The Euro­
pean avant-garde is known about from unusual sources (if it is known at all): ru­
mors, personal relationships with composers and such —certainly not (in the period 
up to 1975) from available scores or performances in the United States. But it is 
clearly different. So, what I wanted to isolate in "Music with Roots in the Aether" is 
the peculiarity of the American side of the story. I could not presume to know ev­
erything because my own experience is so limited. Thus, "Music with Roots in the 
Aether is just about a special area in music, its problems, its sore spots and its tri­
umphs. 

The interviews themselves are casual and desultory. They had to be, because of 
the manner in which they were made. They were made in front of a video camera, 
with the rule that there would be no video editing. So, the composers are just talk-
ing. Then, the conversations are edited for print to take out as much of the conver­
sational looseness as possible. I hoped to get in the transcriptions a free floating col­
lection of remarks. Such a plan carries no argument with it. It makes, at best, a kind 
of splintered portrait of a few people whose lives and whose work I admire. It is al­
most coincidental to this intent that these same people have contributed individu­
ally and collectively to so much of what is the shape of serious music in 1999, not 
just in America now, but wherever American music is heard. 

These are my friends. I love their music. They are among the most important 
people in my life. The portrait is shattered because I could not make it whole. 

In a moment of rash ambition (I thought the book would be published immedi­
ately). when the interviews had just been finished, I asked younger composers-
composers of the next" generation-to write a set of articles that would comple­
ment the interviews. No rules were established about style. A young person writes 
about an older colleague. The article is addressed to the community of musicians 
among whom this music is most important. So, the articles are peculiarly technical 

T'8' tHe a"itudes that composers use among 
themselv s. The idea ,s that each article is part of the portrait, too 

chosen°becauseIheh nrns^andea^are^riTOi^om o^ y°U"8er C°mP°SCrS 

what thev find in tUn 1 c 1 • > , are in any waX imitations of they tlnd ln the work of their older colleagues T nirWA 

~  " 3  ° < " » > •  — » ™  a ™ , . •  

project was alive there was virtually nothi ^ "me when thls Part of the 

music. This was, again, twenty-five years ago" Pnm technique of the new 

Unfortunately, nothing much has changed since. Four of the subject composers, 
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Philip Glass, Alvin Lucier, Pauline Oliveros and Roger Reynolds, have published 
books about their ideas. The composer Thomas DeLio, whom 1 did not know at the 
time, has since published perceptive articles about some of these ideas, and those ar­
ticles have been collected in two very useful books. Other books, in particular by 
KyleGann and William Duckworth, are very good. The aging but still lively jour­
nalist of the performance avant-garde in general, John Rockwell, wrote a book 
about living composers, and it is a valuable book, but his point of view is sociolog­
ical, largely stressing the tragedy of the composer's situation; it is sympathetic, 

kindly, but rarely technical to any degree. 
In the meantime the twenty-five years have passed for all of us. The composers 

who are the subject of " Music with Roots in the Aether" have continued with their 

work, accumulating reputation in varying degrees of notoriety and fame. I think 
they are all still more or less in a good mood in spite of the charms of approaching 
old age. The younger composers, who so generously gave of their time and energy 
in their writing, have gone forward with their personal styles and careers and, I am 
proud to say, have begun to challenge the reputations of the elders. All over the 
United States, in academic music departments, in organizations outside of academia 
and even in so-called "popular" music, the ideas have continued to spread. 

My impression, circa 1999, is that the peculiarly "American" aspects of the music 
I intended to portray have come even more to the fore than was easily identified 

when I began working on the project. And my impression is that the European 
avant-garde is headed in a different direction now. One should be happy about this, 
I believe. The notion of an "international style" thankfully disappeared somewhere 

in the middle fifties. So, this is not a tract in the cause of "American" music. One 

hopes for as much variety as possible. It is just a portrait. 
My ambition to publish this writing twenty-five years ago was "rash" because, 

considering the vitality of the music and its growing influence, I thought some o > 
in the music publishing business might be interested, if only for historical lease 
Finally, I got an offer. The money involved, had I gone through with the contra' , 
m 'ght have covered telephone and taxi expenses. It could hardly inspire one to iop 

everything and finish the project. So, this preamble is, in one way, an apo og^ t0^ C 

}'°unger composers, who actually believed me that the book woul e pu 
and who finished articles that involved a lot of time away from their own > 
fort  in an area that is not their "calling," extensive research and the ever ur mg 
t l lreat  of being condemned for taking part in the project to begin with. It is also 

apology to the composers of my generation who took part in the ai ger, c p 
television project of the same name, "Music with Roots in the Aet er, rom w 
thc interviews are extracted. The opera has not made it to "major te evisio , y • 

thousands of these composers' fans and new music lovers in genera 
^eo tapes in closed-circuit presentations and in local cable broa casts, an 
extent the collaborations were fruitful, but the idea in its larger version is still 
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loose ends, and that failure on my part is one of the typical failures of large scale 
projects in the avant garde in America today. 

The book is also rashly "spotty." None of us could pretend to professional qual­
ity in our writing or (in the interviews) in our spontaneous remarks about the tech­
niques of our music. But that combination is too rare to wait around for. When there 
is no information and information is needed, you can't worry too much about 
whether the book is a great book in its execution. The purpose is to make available 
some kind of record of the thinking of the composers and the ideas of the music. My 
advice to the reader is: when the going gets a little heavy with too much jargon and 
sentences that don't quite work, just jump to some other place in the book. Treat it 
as an accurate but not too serious reference book. It is jammed with information and 
pretty lax about rules. Or treat it as a message, not quite decipherable, from some 
alien culture. This second approach would correspond to the treatment of the music 
itself (and the composers) and the ideas you would get about the music from reading 
professional "critics" —that is, specifically, journalists, who are (sadly) committed 

professionals (that is, hacks) and who have almost universally treated the music 
as though it were from an alien culture. And we know from, say, Stephen Spielberg, 
how dangerous aliens are thought to be by serious-minded people. 

Time out here, before I get in too much trouble with "journalists," some few of 
whom may actually review this book. We are all "journalists" in an era of absolute 
horror: worldwide suffering and starvation, totalitarian governments everywhere, 
the guilt of our atrocities heavy on us all and the not-unrealistic threat of a nuclear 
disaster which will render all thoughts of the problems of music and culture ob-
solete —and the realization that none of us, individually, can do much about the sit­
uation. Little wonder that we are divided against ourselves, that we find fault every­
where, that nothing satisfies us, that we try to escape, especially in our ideas about 
cu ture an tnusic, to a more graceful (or, at least, less ominous) past. More than 
anyone, probably, composers and artists in general know that their ideas would be 
taken seriously, ,f the ideas were to be expressed, for instance, in the medium of ter­
rorism or in the medium of politics in general. So, there is too much to be "done." 

ur specialization and isolation makes us obsessed with continuing specialization. 

atufe Ik hUg8£St! ^ ̂  WC ^ t0 CXpeCt °Ur contemporaries in, say, liter-

thev write as! r ^ T?P,PreCiate °Ur mUsic ' We should be expected to read what 
sible iob t^ me ThS ^7 ̂  ̂  he  ̂  **«. but it looks like an impos-

ually in he r a^world f , " * ̂  ̂  " imp°Ssib,e IO achieve< individ" 

.h. r;zZX"S.'n7Tibl:"T"-"—" 
mouslv as ivnoranr rU cultured people are almost unani-

drive,- Philip Glass compL;;;dtXTr(1Z"alf::?,:s:"eLroverbul " truck: 
never improve because the7 U T S ' tUati°n f°r  tHe Ameri«" comPoser "n 

sports. That got me, because"^ only th^sTam imereSted " teleViSi°" ̂  

Music with Roots in the Aett 

am interested in (aside from music), 
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as a composer, are television and sports: television, because like music I can have it 
in my home; and sports, because like in contemporary music nobody gets killed. (In 
the music of previous generations it is indisputable that killing was a big deal. "Mu­
sic with Roots in the Aether" tries to suggest that we have outlived that idea.) There 
are fleeting signs of "improvement." Television has taken up music as one of its mi­
nor subjects. Unfortunately, since television is still in the hands of "television peo­
ple and is largely "educational" in intent (what records to buy or what you don t 
know about the past), a lot of music-for-television is filled with violence of all sorts, 

as if to continue the idea of killing in our kids. 
But maybe that will pass. Maybe the pressure of public opinion will make direc­

tors start insisting on using real bullets, and then, finally, tiring of the endless stream 
of non-celebrity faces, the public will start listening to music and start seeing it dra­
matized as one of the unimaginable achievements of humanity. I wouldn t bet on it, 

but it's our only hope. 
Sports, obviously, doesn't need much of a defence from me. It has produced a 

most without exception the most humane-seeming, the most articulate, humorous 
and professionally generous celebrities of our time. No wonder we like sports. I o 
serve with just a little envy that persons who only a few decades ago worked virtu 

ally as slaves (and who didn't make any better a living than the avant ^ar 
now) ha\e collectively made a place for what they love as a way of life and have co 
out of that struggle with a respect for each other that is continually expresse 

most glowing and touching terms. , 
Alvin Lucier loves sports. Terry Riley is reputed to have been a pretty ^o 

sandlot baseball player. David Behrman is indifferent, I guess. I don't know a out 

the opinions of Gordon Mumma or Pauline Oliveros. So much for sports. ^ 
Television is a different matter. I am, frankly, obsessed with te evision, 

causelenjoy seeing people symbolically murdered and the umea lty t 
caping at "point-blank" range while the bad guy gets it at Lee Harvey Oswald dis­
tance. At any indication of impending violence I change channels with ̂  dexterity 

of "Blue" Gene Tyranny at the keyboard. But the multi-camera (muki-viewp ^ 

technology of television is so deeply related to the mul t i-viewpoint esse 
that, looking forward to the day when all television is "live," in my mind music 

television are the perfect couple. , , 
The history of "Music with Roots in the Aether is so comp icate an 

"tal for me as its author- so pathetically typical of the difficulties faced bycompo^ 

m America in undertaking large scale projects and seeing i th Roots in 
P etion-that I have doubts that I have in any way succee • n| ins that 
*e Aether" is certainly just one of thousands of big ideas, dreams, 
composers have had since the beginnings of serious music in menca ^ 
% get finished, because there are no mechanisms of support in our soci y,. 
:he composer can look to for help. 

F°reword 23 



I am not talking just about money, though that always appears to be the main 
problem. I am talking about the more complex —and unsolvable by any single per­
son—problem of how to get the work produced and made available to the audience 
for which it is intended. That this problem can have disastrous personal effects on 
the composer's intentions even as the idea is being conceived must be obvious, but 
I can't go into that. The argument is simply that assuming the composer to be su­
perhuman in optimism and good will —or just plain nuts —to the degree that the 
project is actually begun and the composer keeps believing in it and working on it, 
there comes a point inevitably when it must be recognized that the next obstacle is 
insui mountable. The sun is setting and the day is over. End of project. Depression. 
Chemicals. Suicide. Get a job selling something. Who cares? 

Eveiy composer knows this and knows all the reasons why. Spare the reader a 
long list of complaints against publishers and the more up-to-date media. The rea­
son is that we are, apparently, too young and raw as a "people" to know how to 
make it work. And so our serious music, the audience for which is demonstrably 
enormous in number but spread all across a huge continent, is in a disastrous disar­
ray, divided against itself, attacked on all sides by an almost universally stupid and 
ignorant "critical" press and dispirited to the point where one has to wonder how 
t e music continues to grow at all. But like a sort of misunderstood teenager of great 
intelligence and promise, it goes on anyway, sometimes blinded in tears, often in 

ou e wit all conventions of good behavior and without much hope, but destined 
to grow simply according to the laws of nature. 
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Landscape with David Behrman 





"Extending our nervous systems" 

We certainly have a bird's eye view of our surroundings now, Bob. 

It's true. 
Imagine, this is where we live. It's hard to believe. In the land of the Merry 

Pranksters eight years later. 
And before them, the beatniks. 
The beat generation. 

That's where the Beatles got their name. 
The Beatles? 
Instead of being one of those pairs ofpeople, we could be signal-to-noise ratio, n 

stead of"Mutt and Jeff we could be "Signal-to-noise Ratio. 
Which brings to mind Mimi 's joke that the name Johnson, when it appears in 

pairs of names always comes second —as in Johnson and Johnson, Masters an 

Johnson, Olson and Johnson. ran 
When you're making music, do you think of the people you re ma ing it for. 

you have an audience in mind? (U • 
I guess I have an audience in mind that's basically my friends. ei ea o  & 

a large audience is so abstract-it's almost meaningless. I think that s probably true 

of you. 
I think there's a part of us that wants to do it for just one other perso i-
But you could make music with a very private feeling and that private feeling 

could communicate itself to mass audiences. 
That's what I don't understand, but I think it s true. . , • 
Well, the tape you made, Fathers and Sons Exposed in Little Light, ha r JP 

vate feeling for me, and yet I don't see why eighty-three million P-ple couldn t» 
joy that private feeling. Solitude could be a universal treasure in a cro 

"iszic *.—». - -"  r ; ; ~ y  -  T h "  
wouldn't mean that it's elitist would it? I mean, obvious y not. Ynur experience 

fte thought of it that way but I rejected the idea. It's so private. Your experience 

°f music is so private if you want it to be. 

landscape with David Behrman 
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That would go along with the idea that every person is the center of the universe. 
Didn't you say that you could tell by listening to music how large the audience was 
that the composer had in mind? 

I think that I can. I've always felt that I could. It seems to me it's something that's 
made in the music. It seems to me that that's one of the things that music's about. 

It wouldn't say anything about which is better? 
No. 
Music for a small number of people would be no better or no worse. 
Oh, no better and no worse, certainly. Some kinds of audience are really not pos­

sible for me—maybe not for you either—and that makes me desire them, but I can't 
imagine that it would really be that much different. It's very difficult for me to imag­
ine that fifty thousand people would be a different experience from fifty. 

Except the physical circumstances would have to be so different that it might 
throw off what you're doing as a performer. I've noticed that there's a simple rela­
tionship between the number of people performing and the audience. If you have a 
large orchestra—well, not a large orchestra, because that's different—but if you 
have a large amateur group performing, you always have a large audience because 
each amateur brings his friends and family. So maybe if you had a huge amateur 
group that would be a way of attracting large audiences without making popular 
music. You would only have to be popular with all the amateurs in the group. 

You would have to be popular for non-musical reasons. Which brings us to the 
question of personality. Would you say-allowing that we have no way of knowing 
what other combinations could possibly be and we always look at a fixed combina-

ofmusijr ^ ̂  mU5iC~that Certain klnds of personality create certain kinds 

Yes. 

Do you feel that as a personal burden ? Do you feel that your personality is in your 

w h a t e Z r l k e e p  "  o u t  o r y o u  d o n ' '  c a r e ' o r  

it "0^ 8etS.im° ̂  y°U,d° m°re ̂  m°re aS you «« °ld" whether you want 

in your musil 7 'm'tatlVe' ' defmiti°n " Probably that J™ Personality isn't 
uCiT ' r r8 Te Pnze the !dea °f which I built into out 

We look o IZ, 7, lTeTn nOW' but don,t stil1 '°°k for originality? 
We look fort m ourselvesif we don't look for it in other people. 

your work. ToTay^L^o^rSaliV W°U'd ^ ̂  y°Ur Personality is 

mean that you're being imitative or that Y™" 1 ,yOUr work would probably 
the work could be very objective It couldT " y°Ur °Wn W°rk' A"d y" 

That always seems like such a blind spot Ifl7'•d° perSOnality' 
of you, it seems strange to tell anybody in I I " S° ohmously a ^flection 
about something else. CU y°Hrsetf> Mat your music is really 
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Well, I don't know. You wouldn't speak of a scientist who invents a vaccine 
against some disease as not having performed a creative action, even though he 
might not have his personality in it. 

But, is it possible for his personality not to be in it? I thought that is what scientists 
were going through, and that they're thinking of that all the time. They're going 
through the same things that musicians went through when musicians were pretend­

ing that... 
... there's a right way and a wrong way. 
And that there was no personality or there was personality, or whatever. I ve got­

ten the impression from just reading about science that scientists are concerned now 
about personality. We were convinced that science didn t have it, I guess. 

That it was just the march of technology and anyone could do it. I spoke to a 
physicist recently who said that the bottom had dropped out of physics. It was 
thought to be an exact science. They were about to find the last particles, and then 
it was like a joke was being played on them, because they would find tiny particles 
inside what they thought was the last particle. And now they have strange irrational 
attributes, like "charm." If scientists are thinking of themselves as doing more per­
sonal work, it's possibly true that the arts are going to take over areas that used to 
be considered scientific, like healing, which would be related to the medical profes­
sion. Medicine was considered a very scientific, objective field. Now you mig t e 
velop some incantation that would have healing properties we d anived at not y 

scientific means at all. 
We know that. There are records of it. 
Pauline Oliveros' work is involved with that, obviously. 
But does she say that it involves some physical change? 
Well, it seems that her Sonic Meditations are involved with the physical state o 

the body, which would be a kind of healing. 
Mary Ashley has also been involved with healing. 
Yes, that's right. As an electronic composer I sometimes won er w et er 

next step would be to detect with electronics psychic phenomena t at 
yond science. . r • • 0c 

Bob Sheffsays that you can. He's been working a lot with the idea of spirit 
And Tom Zahuranac has been working with detecting emanatio 
Tom aimed his four telescopes at space and attached them to is syn es 

that he would be able to detect the difference in what the 
°fer a period of weeks, or whatever. He just kept every t ing going a 
>*m kept listening to whatever was around. Could you talk for a 
ldeaS about performance and your ideas about the ^ interesting 

Well, after working with electronics alone for aw , working 
f°r me to combine i t  with acoustic sounds and with other me ia. 
^ home-made electronic equipment which deals with pitch-sensitive circuits 
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pitch-sensitive operations in which a player would sing or play a pitch and the pitch 
would activate some kind of electronic music device. I think that idea is based in 
some of the things that electronics can do in extending our own nervous systems. 

There's just the slightest difference between that and the clouds in the cloud piece. 
[Canadian/American Sky, a collaboration with Bob Watts and Bob Diamond.] 

The cloud music was an idea of Bob Watts, who is a rather old friend of mine. 
He had the idea of having clouds passing across the sky make changes in music. He 
has always been a very versatile artist who's worked in many media, but he hadn't 
worked with electronics; he had worked with everything else except electronics. He 
asked two friends to collaborate with him on this idea; one was Bob Diamond, who 
is a video designer-engineer, and the other is me, who had been working with elec­
tronic sounds. So that idea of Bob Watts' and the pitch-sensitive music idea are re­
lated in that they re both involved with the idea of one thing causing another—one 
kind of change causing another in a way which can be realized through electronics. 
But it seems almost that the idea of clouds making changes in music are ancient 
ideas. 

Ancient, in a really ancient sense? 
Well, it could have been. It has that feeling to it because it's such a simple idea. 

And to be able to do that is something which is possible with electronics. The other 
musical idea of having a player or a singer articulate a pitch and having that pitch 
recognized by a circuit to call forth electronic sounds would also be a modern elec­
tronic idea, but maybe an ancient image: the idea of calling forth an answering voice, 
somet ing e an echo. A few years ago, I knew someone who was an electronic en­
gineer. He advised me one day that it was very foolish to try fiddling around with 
circuits to make music since I couldn't possibly work with those things without an 
engineering background. 

That is just an idea of specialization. Everybody knows that idea. That's the op­
posite of what we were saying about healing, that medicine 

... is not reserved for experts who've been trained. 

making mu ' peo^e we know have tried that idea of not 
ThafbZv U ^ tf 7 *at kind of emphasis on skill. 1 bat s been very much a mam idea. 

sanIrdoliarSvntrki '7 * tin is >U5t as S°°d « « Hundred-thou­sand dollar synthesizer as a musical instrument. 

trying w simplify if * heCOmmg slmP^r? Do you have that feeling of 
Yes. 

Everybody seems to be very much involved with that idea 

avant-gX ̂  T 7 * ̂  
catedP Post-Webem', "£££?*** ** « — >* pretty compli-
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Yes. It was difficult for me to resist the temptation to be simple by regressing, tak­
ing a different position. But I definitely feel that I haven't wanted to change. I don't 

care about that. 
Being simpler wouldn't be related to reaching a larger audience? 
No. It's just what you said. The idea is not to be complicated. 
Then of course it's a question of complicated on what level. La Monte Young s 

Two Sounds would be the extreme of simplicity, but you could have a very rich, 

complex experience. 
I would say that would be an ideal-the simplicity of the means to give you that 

experience. 
I'd like to do electronic music where the circuits might be very complex, but 

they'd make some result which would seem very natural and simple. 
Do you think of your music at all politically? Do you pay attention to that aspect 

of your music? 
I think we're all interested in removing the profit motive from the making an 

distributing of music. And I certainly would like to do that too. That would e po 
litical because the music industry is an industry like the other industries. Most o it 
is profit making, and it seems that for somebody to make a profit from anyt ing is 
an obsolete wrong idea. So I think it would be political to remove the pro it motive 

from music. If you could have some ideal similar to the Berkeley food co ops, w 
something's provided to people that there's a need for, first you d hope t at your 

music could be used by other people, and then, if they could, you d hope t a y 
could distribute it on a non-profit basis. That would be a big politica c ange 

society. f. . » 
0« the other hand, if work needs to be done, and if music is not your financial 

work, it makes you a worker in other types of work for the state. 
Providing something that is in some sense useful. 
Or it would have to be other things that were useful. I mean, music is use u , 
I think you have to be careful about using politics in music, in t at \ 

yourself and do something which is a symbol of a political act ut not :*e ^ 
fcl act. For instance, the Center at Mills, which is a public access, no -p ^ a 

Slc organization, is probably more of a political act than C°mp°S1"\ already felt 
Political text if that political text were performed for your fnen 

tJVa^' . , • /. *,nuY music again in light 
Oh, certainly. Do you feel like you have to think about your music again 

IJfideas like Cornelius Cardew's, or others', that are mount n°™ ^ but they 

l  M the ideas in Cornelius Cardew's book are very ̂  To with Cal-
more to do with the European avant-garde of t e sixties .ance here too. 

lf°mia in the seventies. And yet, I think a lot of what e says ^a their  work 
1 Aink that there's a period now in which many artists are re e general. 
i° a political context Not only artists that we know, but ,n the arts now g 
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I would think so. It seems to be a consideration beyond fashion certainly. You 
have to consider where you perform. I know you think about that a lot. The idea of 
simplifying the music goes along with the idea of making ways for people to take part 
in the music without making them feel inadequate, or anything like that. 

I always feel wrong if I'm making music that directs other people. It doesn't feel 
right that the other people in it have to work very hard, because it shouldn't be hard 
work. So that would imply something stylistic about the kind of music I'm trying 
to do. 

I wish we could talk a little bit about the ideas of Music with Melody-driven 
Electronics that you're going to record. Just describe it if you could. 

There s circuitry which, first of all, reacts to the presence of a pitch, when a pitch 
is played. And it recognizes other pitches when they're played. And then it does a 
number of things in the electronic circuitry which can affect the loudness of elec­
tronic sounds and the tuning of electronic sounds, each of which responds to differ­
ent pitches. It makes a music which is very harmonic. In fact there's nothing in it 
except harmony in the sense of many pitched sounds together. And it uses simple 
circuitry which isn't available in synthesizers because it's not of general enough in­
terest. In other words, the electronic circuitry is designed to do a particular thing 
w ic probably wouldn t interest anyone else, and the only way to achieve that is 

avoi synthesizers and use some custom circuitry. We're working out a loose ver­
bal arrangement for the continuity of the hour that the piece will occupy on the 
video tape. Because, as was discovered years ago by jazz musicians, it may be a hap­
pier musical situation to not have to be reading a score, whether the score is in words 
or notes. 

r L T a sPe"fic kind of harmonic system or field or combination that happens 

nmadT " " ^ ' "rtain P^h a ktnd of change 

Poslibll co TSem S° tH7 ? ' PitCH iS Played yOU'J1 hear one °f about ei6ht different 

pitches, depending on what the electron, op-

- ai 
harmon,c possibi"ties-

°f 3 S'°W UnfoldinS of th* possibilities in 

ties. Your idea of video tap^gthese works' bf em)in8 ^ ̂  ̂  P0SSibiH~ 
it? I know in my own case the fact rh , • > musicians->t s more than that isn t 
some decisions which I wouldn't hav 3 " $ 8°'f§ ^ videotaPed has led me t0 

Of decisions which I wouldn't have c " audi°' S° it>S a" 
documenting musical work come to if it were just audio. So it's an idea of 

would make it impossible ioZeVfZhtkF ̂  h*'"8 WHat ^ "°W 

dio recording process I mean to ' A about the recording process as an au-
Studio would seem to ^ ̂  ̂  » 3 ̂  
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Obviously I want a video audience. I want an audience that sees what we're see­
ing. I've been very interested in the questions that I wanted to ask people because I 
thought that ideas like personality and the things that we've been talking about have 
become more important to composers. Do you think of what your music looks like 
when you're considering the music—when you're imagining the music? 

I really do. And that's the reason why I got much less interested in just my sitting 
at a table and twirling knobs. The whole idea that music is a field which is separate 
from the other performance arts seems a narrow definition by any time s standards, 
including this time. It seems that most of the younger artists, whose work I had a 
chance to be in contact with this year, adapt just as easily to one medium as another. 
It's almost as if the idea of being just musicians or just photographers or just video 

artists is too narrow. 
The idea that you could just break down those categories in yourself seems very 

strong to me. 
Well, recent studies in perception suggest that if you think of experience as an 

organic whole, the idea of making sounds but not sights is arbitrary. You mig t 
choose to do it. It might be a beautiful, strange thing to do, but it doesn t seem nat 

ural. 
Have you tried to change your music through the imagination of it? 
Oh, yes. You mean to imagine how it could be different? I think we ten to na 

row our possibilities as our technique improves in any given medium, 
to be a tendency among artists. When you start out, if you i c in your twen , y 

can go in any of several directions. Then, as time goes by, you work in one 

to refine your style and refine your technique. And then you get into a a g 
situation, where something is expected of you, and to break out of t lat is g g 
beabig shock to yourself and to people around you. So it s always reassur g 
°ther artists who have made radical changes in their styles, scvera time 

Like going to South America. Phil Glass said he thought he wanted to stop w 

Music. Just stop. 
for a rest, or ... 

I think he meant just stop. I like that. . . .. f r u 

I know what he means. I was thinking you'd have a happy musica l  C l  r^ 
could either make music which was rather easy for performers or it wou 

Performers in it at all, which you can do now. I'm thinking o ™US '^a^ • • 
^ like in the cloud piece, or like the Pygmy Gamelans of au e 

And the Parrot Pleaser. . , . r  we do will 
And the Parrot Pleaser. I'm trying to think ahead to a time w 

seem very old-fashioned-trying to imagine what would be ^ worrying 
^ Sometimes I think of myself as being very old-fashioned, 

Ml don't think you have to worry about that. Weren't you polling younger 
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composers about a year ago with a question, "What would you like music to be like 
when you get to be my age?" 

/ haven't finished that. 
I think we're looking at the place where the East meets the West. 
I was just thinking, did we talk about the harmonic quality of the musicf We did, 

didn't we? 
Maybe we didn't get to the bottom of it. 
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Drifting Harmonies 
by Paul DeMarinis 

A: At one time cooking was the high technology. It had survival value. Now it's all 

traditional, and it's all ethnic; you learn it from your ancestors. 
C: You can always tell when somebody's doing a ritual. It's like Hollywood. 
B: That's the big vision, isn't it? The global concept: everybody's ethnic. 
A: But you never know if people, say, in the Solomon Islands, know . .. 
C: Every time I need to know something about computers I have to ask someone 

younger than me. 
B: You mean if what they're doing is ... 
A: Well, that too, but what I meant is that without some definite symbolic his­

tory they probably don't ever . . . can't think about what, or how, they learn, bor 
instance, people in primitive societies without photography have no c ear 1 ea o 
their own individual aging process, where we're obsessed . . . think of Ho ywoo 

or Glamour. 

B: Machines have changed all that. 
A: Somebody'd better go and warn the artists. 

B: Popular Culture. The new tycoons. 
C: Crime. 
B:Oh, hi, "C." Didn't see you there. . . 
A: My idea was that the same thing is happening to music. As music e , 

and less a technology, it's getting more traditional; people earn it rom . 
Music becomes a thing, rather than a technology which can be apphed usefully 

Vt;rr L thatat one ̂  music, coo*,* were ***£££ 
og.es hke, let's say, engineering is today and that^they^J^ll characterized 
P°ses, say love, education, crime and so forth. That , 

ah those activities as being "cooking" or music. 
C: Some of the nation's best cooks live in Southern Alameda Coun y. 

h: That,'of course raises the question: since we know what the dedtcated appli­

cation of cooking is, what is the dedicated application of music. 

*  « - * » «  * - « ' • r — * - . * - !  S S ™ '  , h .  
® development. There may be red' S C O V e " e S °  P a r i l  r i go rous ;  music's already 
ooipanson of cooking and music making isn t n Y 
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a noun without needing to be reified. 
B: Oh. 
C: Junk food causes distuning. 
B: Somebody told me that children in most parts of the world can sing in tune 

naturally. I mean, like you pointed out, if it's thriving, it doesn't have to be learned. 
Hmm. I wonder, before science became such a big deal, if the notion of experimen­
tation was foreign to music. 

A: Actually, Galileo's father, a musician who designed his own instruments, is 
now credited with having invented the basis of the "scientific method" as a tool for 
his work with lutes, and his famous son applied it to balls rolling down planes. 

B: Oh, but I mean, back then, when their music changed, I mean, when they 
made a conscious effort to change their music, how did they think about it? How 
did they explain that? Or, wait: there was nobody to explain it to. Nobody even had 
the idea that things changed . . . no, that's ridiculous. I don't think that. 

A. Well, we really don t know if, say, the pygmies are aware that their music 
changes, and we know that it does. Collin Turnbull managed, with much difficulty, 
to get an ancient pygmy woman to divulge what she swore to be the oldest and most 
sacred of pygmy songs. And do you know what it was? "My Darling Clementine." 
Anyway, back to the real point: in our consumer society people are no more able to 
make their own music than they are to, let's say, bake a Hostess Twinkie at home. 
Can you imagine what it takes to bake a Hostess Twinkie? The ingredients are all 
chemicals you can't even get in quantities less than a ton. 

B: You know what it's like? It's like living in a colony. 
C: How can you be sluggish and distractablc? 

t s like living in a colony, we used to carve ivory, but now they give us blocks 
ot plastic, already hard, to carve. 

C: Making sure that genius stays local. 

A: Poor people make their own music. It's clear whom that music's for. It's the 

TettssnesT " 3 mUS 'dan daSS IO make their  m"sic. It's a kind of acquired 

C: Stars. 

triafEnl'nd ̂  rmenTdUfry bef°re Gandhk A» ™P°"ed from indus-
B But hte Pr°1UCed ' Gandhi remstated the «ntage industries, 

mes more !' d°efn ', t  ch.ange wWs in Power- As our culture be-

wrong. ' Whoever said that knowledge is power 
vas 
wa: 

order o'f Jfc» energy is on th« 
knows. P calorie. That s more than anybod) 

36 
Music with Roots in the Aether 



B: A star is exactly what nobody wants to be. It's an idea that people have to be 

sold on, and everybody is. 
A: I don't follow you. 
B: It just dawned on me. Nobody wants to be a star. If people wanted to be stars, 

nobody would be trying to sell the idea to everybody. 
A: The sense of what you're saying eludes me. I hope "D shows up soon, so we 

can start. Oh, I just remembered, and I want to tell you before I forget. Remember 
when we were speculating on why it's always possible to date a recording from the 
sound of it, and you mentioned that you'd seen a photograph that you knew was 
old, not by any stylistic cues, but because, you said, the expressions on the faces of 

the people directly reflected the world they were looking at. 

B: Yes, the picture of the two Javanese musicians. I . . . 
A: 0, here's "D" ... "D," how are you? 
D: David Behrman began building electronics because the devices he needed just 

didn't exist, or because they were too expensive, or because it was a possible direc 
tion. Right off, no one of these explanations is sufficient, because when we examine 
the pieces right down to the level of circuit design and construction, it s clear t at 
there's a highly individual style developing. The first and most obvious pointer is 

numerical. Behrman consistently uses a huge number of oscillators. 
A: It used to be "oscillators" you had to know how to spell, now I t 

word is "address." . . . ,, 
D: David Behrman started building electronic circuits to use in his music 1 ) 

His first major work using home-built electronics is from 1967, ca e un g 

B: What's in the circuit? ,, , • 
D: It included two oscillators and one "store-bought" voltage-contro e g 

circuit connected so that the audio frequency oscillatoi was &ate y 
q.uency oscillator, I think about ten or twelve hertz. The subau 10 osci a 
built around an exotic four-layer diode, one of those space-age innovat 
D6o's that became almost immediately obsolete. An interesting t ing a o ^ 

Runthrough circuit is that the audio oscillator gets frequency mo u a -ija_ 
"use the VCA [voltage-controlled amplifier] presents a varying oa to 
^ output as it gates the signal on and off, and the oscillator responds by changing 

P'tch. It contributes significantly to the overall sound of the piec 

B: Was that an unintentional side effect, do you mean. 
D: As far as the manufacturer of the VGA circuit was conce alvtically. 
A: Ten years ago nobody knew how to listen to electronic so™ ^ ̂  piece 

B: So Behrman discovered this quirk of the device and used it. 

D: It had six performers, with six of those circuits. rQUte the signal 
e stings on his circuit, and had, in addition, a photocell 

from the circuit to various loudspeakers. 
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B: Sort of a "panning" effect... How were those mixers "photocell?" 
D: Well, they're made from a can, like an orange juice can, or any kind of can like 

that, with four photocells at the bottom, like this. You know, photosensitive resis­
tors. All of them had the same source, the signal from the oscillator circuit, and each 
of the outputs, from the photocells, went to a different channel of the mix. So then 
all the players had to do was to shine a little penlight flashlight around the bottom 
of the can and the signal would pan around the room. 

B: Did he make that circuit too? 
D: Actually Rzewski invented it. Behrman used this mixer in some other pieces, 

too. For Nearly an Hour, which he did for Merce Cunningham used these photocell 
mixers to pan natural sounds around in space along with the movements of dancers. 

B: What sort of natural sounds? 
D: Niagara Falls in winter. 
B: Does that sound different from Niagara Falls in summer? 
D: Ice. 

A. Actually, they probably ate the same diet that they ate the rest of the year. 
Dried meat, dried berries, dried corn. In Hunger and History, Prentice maintains 
that people in primitive situations ate essentially a diet of protein and sugar/carbo-
hydrate, almost nothing in the way of fresh vegetables, even when they were plen-
tiful. 

B: Sort of like hamburgers and coke. 
A: Exactly. It's probably true that mankind's knowledge of which fruits and veg­

etables are edible is really very recent, within the last few hundred years. They 
didn't experiment around a lot. 

C: No hospitals. 

B: When it comes to cooking, everybody's a conservative. 
A: I guess we sort of drifted. 

D: That's okay I was just collecting my thoughts, and it occurred to me that prob­
ably most of the electnc.ty for David Behrman's music came from Niagara Falls. 

A. Until he moved to California. Wonder where they 

added tT7d ̂  V"Si0n °f Runthro"Sh later, in 1970 called Sinescreen that 

tfr szzzzz? oscil,ators 35 • back^"d *>' *—-* 
FET rffeld effltr ̂  ' beHeVe' 3 Wien B"<% circuit! and used a 

ES •' 
A: Don't be afraid to get technical. " " USmg "°W' * a" haPPened ^ faSt' 

or forty times, in Uus ^ 
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B: I was asking you that because, before you got here, "A" and I were talking 
about how people go about deciding to change their music. For instance, in the So­
lomon Islands, I think he was saying, the people use the same song over centuries 
and just change the lyrics to fit the times. Where they used to lament about sharks 
or bad fishing, they now lament about getting thyroid cancer from fallout. And we 
were thinking that perhaps in the case of an individual making music, the reasons 
that prompt change are not necessarily a "personal" version of that same process. 

Isn't that so, "A"? 
A: Don't look at me. 
D: I understand what you're saying. It all seems so much a matter of individua 

taste, when I think about all the people ... I don't know. That's an interesting point. 
1 do know that David Bchrman has developed several pieces over a period of years 
and I think that in all of that there's been a tendency to work on the materials of the 

pieces in such a way as to get them closer to the original idea he ha . W en say 
"idea" I mean it in the same sense of those ideas we all have that seem, at irst s g 

impossible. 
A: Maybe we need a new word, something to replace the idea. 

C: "Reon." 
D: There are a number of pieces that he didn t pursue. 

A: Like what? • __ 
D: Countenrritant. He made a four-channel tape of a four way conve^auon, so 

that each track of the tape contained only one of the voices. He a our Pe 

sitting around, in performance, each with a transcript of the conversatio , 

crophone and a switch, so that each person could switch out w at ae or s 

viously said and replace it with something else. 

B: The fat is in the fire, as they say. • st 

A: You know, "D," I've been kidding "B" about his tendency to quot , 

coin little phrases, aphorisms . .. 

^ rSe/he was saying that "genius is always local." How do you think 

B: No, no, that's just, no, that's just, I think that my '^rJt of that par-

my tendency to make aphorisms is just a midweSt"!* , « ius is> whatever," I 
ticular culture. All the Germans. And besides, I didn t say fe, 
sa'd "wit is always regional." There's a difference. 

C: They're listening on Mars. . „-ttv man Wasn't 
A: I recall hearing somewhere that David Behrman is a very 

's family in vaudeville? 
D: Gee, not to my knowledge. ^meree anywhere in his 
A: I guess I was thinking of someone else. Does is w 

music? 
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D: Well, I know that his piece called A New Team Takes Over has a strong sa­
tirical element, political satire. 

B: I never heard of that piece. 
A: When is it from? 
D: Well, actually, the first version was called Questions from the Floor and was 

from the summer of 1968, during the conventions. He performed it at the Rose Art 
Museum in October of 1968. But then, after the election he changed the title to A 
New Team Takes Over. 

C: It was Feldman's brother. 

D. I think that the way it works is that the performers have earphones on and 
ovei the earphones are played statements by political candidates; I guess the candi­
dates themselves speaking, and the job of the performers is to mimic the statements, 
the idea being that if you really hear what they were saying, it would seem ridicu­
lous. Kathy Morton said that she performed it once and ruined it because she 
couldn't stop laughing. She said she felt very unprofessional. 

B. It seems that this piece has something in common with that other one, Coun-
terimtant, I mean, performers having words put in their mouth. 

A: Oftentimes a certain image-maybe that's the word we wanted instead of 
idea-carries over through a number of different pieces. 

• D.ThatJS trUC ^omet'mes n s hard to say where one piece ends and another be­
gins David Behrman's pieces during the last five years, including the one we just 

'j ai^e USe^ ad or some Portion of a bank of thirty-two oscillators designed 
around the Signetics 566 voltage-controlled oscillator. I believe that he built it in 
1972andfirst used it in a piece called Pools of Phase-locked Loops, which was com­
missioned by Radio Bremen. 

it expired'' " PhaSe_1°Cked l0°P? IVe heard that term before, but I've never heard 

looo cirrnir ^ ^ * misnomer> but since Behrman used phase-locked 

controlled oscillatoTand a phase f freqUency~detectinS devi« that uses a voitage-
ing signal with the output of the VCO T ̂  """P"" the fr«luency of in incom-
son results in a voltage which is used r J aSe-c°ntrolled oscillator]. The compan-
frequency tracks thafof- VC° * 

B: Come again. 

A: What about'ocuvtfreqUency must "suit in a difference of phase. 

D: PLL'S [PhaSe"'°Cked ^ «» fooled! but we'll make use of that later. 
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What I want to point out now is that the PLL is essentially another referenced sys­

tem; it does whatever is necessary to emulate its environment. 
A: We were talking about that. . . with chameleons or whatever other creatures 

that use protective coloration, that they must have a very clear idea of what they look 

like, better, in fact, than most people . . . 
C: Like people in bus stations. 
A: ... to find a place that looks like them. 
D: Well, there are two kinds of systems, those that adjust themselves, and those 

that seek out a place that suits them. The chameleon and the phase-locked loop are 

the former type. 
B: They must have some way to remember what music they changed, or they 

could get completely lost. 
D: In the case of the phase-locked loop the memory is a low pass filter network 

that smooths out the phase-difference pulses and keeps a charge proportiona to t 
difference. That charge is the difference voltage and the greater it is, the fart er rom 

its center frequency the PLL is. I don't know what chameleons do. 

A: What do you mean by "center frequency ? 
D: The center frequency is what the VCO would put out if it were on its own, 

without an external signal. At any rate, that's the basic idea of the PLL an you ca 
probably begin to imagine that it might make possible a dif erent answe 

question of how to organize a large number of oscillators. 

B: 1 don't see what you mean. 

C: Foster children. . , „„u-ctra 

A: I understand. Some new reasons for harmony. In the conventiona 
each player has one oscillator, or is one oscillator. They're all following oneconduc­

tor and one score. In that situation good voice leading is a gratuity to 

that makes each individual's life easier. 
B: You mean that stepwise progression is easier . . . 

A: More energy efficient . . . 

I Of course! Bu^you've got to consider that natural overtone progressions are 

oftentimes more energy efficient acoustically on the actua inst things. 
S. ,«,h,„k h,™., ... . »< " °-

A: That harmony was. Now consider the situation remember how 
viator can change to match in pitch another oscil ator, an c ^ ^ tun_ 

far it went to get there. From that point it could return to g ^ some single 

lng "Home." The beauty is that all the oscillators could 

SOURCE or to each other. . . K man 's music? 
B: I see what you mean. Is that what 's happening in e jeces which use the 
D: I think some of those observations are use u . ^ incipie of tuned 

homemade synthesizer" with thirty-two oscil ators 
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harmonies which drift with respect to one another; one whole chord will gliss up to 
another fixed chord, slowly, without ever producing any sense of discord. 

B: Like the pedal steel guitar. 
A: Are all of the pieces which use the "homemade synthesizer" pitch sensitive? 
D: The first two pieces he did with it aren't. Those are Pools of Phase-locked 

Loops and Home-made Synthesizer Music with Sliding Pitches used, in addition, to 
the thirty-two oscillators, eight voltage-controlled amplifiers and eight envelope 
generators, which were actually low-frequency triangle-wave oscillators. The oscil­
lators were tuned in groups of four and slowly faded in and out by the VCA's, so 
that several groups were on at a time. Meanwhile, the banks that weren't playing 
were being tuned to new harmonies. 

B: Were they monitored separately for the tuning? 
D: No, Behrman uses frequency counters for the re-tuning during the perfor­

mance. Also, I forgot to mention, each bank of oscillators was also frequency-mod­
ulated by the same low-frequency triangle wave that was operating the VCA. There 
was a pot for each frequency and amplitude control. 

A. How were the pitches organized? I mean, how were the intervals determined? 
D: Behrman made charts of the frequencies to assist him in tuning changes dur­

ing the piece. The harmonies consisted mostly of simple just-intoned intervals, with 
octaves slightly distuned to avoid locking. 

A. I built some oscillators once and ran them on a nine-volt battery and they 
locked together beautifully. 

D: Another tuning consisted of "large" major seconds, you know, nine-to-eight 
ratios, producing a very "impressionist" kind of sound. Like Debussy. 

B: I got that feeling from the piece we heard. It's very beautiful music. 

u i ^Ca rV ^ W3S Sa^n& kcf-ore about the drifting harmonies, that depending on 
t e degree of frequency modulation from the slow oscillators, the tuned harmonies 

" 1J rCSpect to each other ' thu* the title . . . Music with Sliding Pitches. That 
sound is unique and characterizes all of these pieces. 1 think that it's this quality 

o deajw I Tg u™3" t0 USC rea"y "Ch material without having 
B: Without gravity!8 1 f°rWard dlrectlon usually associated with harmony. 

A: But the amount of equipment gets huge, and weighty. 

sitive pieces is pretty small^d liS" f"""h m°re reCem ' P i tch"Sen" 
modules David Boh °r whole of the time he was building these 

With Cu„nithman W" tOU"ng 3 great dCal With the S°™ A- Union and 

carryable. Aluminum ̂ ^^11 l° ̂  001 °n 'y P°mble ' but Htera"y 

and outputs. One way the homemade I SW,tches ' RCA >acks for inpUtS 

posers differ from conventional ° CCtr°"IC devices of Behrman and other corn-
hardware. Commercial systems C°mmerc 'al synthesizers is in their economy of 

are esigned by engineers who have little in the way 
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of explicit expectations for the output of the device, and consequently are designed 
to accommodate a wide variety of "patches." Thus there'll be a pot, switch, input or 
output associated with every function. It's assumed that compositional decisions are 
made very late in the game, and that the choice of hardware is pretty much one of 
instrumentation. In Behrman's work, though, we encounter quite a different set of 
sensibilities. The piece is conceived from the start as a total process and the electron­

ics are designed to carry out that process. 

C: Amen. 
B: Could. . . with Sliding Pitches have been done with a conventional synthe­

sizer? 
D: Well, no. It would take five or six very large synthesizers to get that many os­

cillators, and other functions that Behrman uses just don t exist on synthesizers, 

a matter of proportion and of function. 
B: How did he actually learn the electronics to build these things? 
D: Through reading, trial and success, and, I think from a long period of corre-

spondence with Gordon Mumma. , 
A: Tell us something about the pitch-sensitive pieces. I ve a ways 

pitch followers are pretty difficult circuits. 
D: Again, it's one of those situations where indecision, or putting o cornpo^ 

tional decisions 'til the last moment, or for someone else to ma e, causes t 
problem to become a lot more complicated than it really nee s to e. y 
which pitches you're interested in sensing, the whole problem ecomes -r-
In this case, Behrman used a high-Q twin-tee bandpass filter tuned to eac sp 

pitch he wanted to sense. . ^ 
A: What keeps the filter from responding to any load transient. 
D: A compressor. Okay, let me go through the pitch sensitive circuit y in dett , 

and then I'll describe the performance. This circuit was LS|8"e There's nothing 
pretty much the most common integrated circuits then aval a e. 
exotic. 

A: Like the four-layer diodes of Runthrougb. There's a s S 5 
D.hW.1, -K..H 2 

timer, and an MFC6040, that's the same integrated V nothing un-
"homemade synthesizer." It might be obsolete by now but still 

usual. Probably the total parts cost for the circuit is ten o 
A: How much did the synthesizer with thirtv-two osci at for 

D: Probably close to five hundred. There was a small gran" 
^t. Ifd be a lot cheaper now. At that time ,66's were new and cost 
apiece. Now they're about two dollars apiece. 

h: Is that because they've been replaced by more mo y twenty_five dol-
D: Not really. It's not unusual for an integratec circm ^ function of the 

tars when it first appears, and cost fifty cents two years 
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quantity produced. The more useful it is, the more are produced and the cheaper 
they get. Integrated circuits are made on silicon, so they're not dependent on rare 
natural resources or subject to supply and demand equations. 

A: All the manufacturing costs are in the initial design. After that it's just photo­
lithography and automated testing and packaging. No moving parts, just informa­
tion. 

D: Anyway, back to the pitch sensitive triggers. The first stage is just a micro­
phone preamplifier with a gain of about fifty. 

B: How can you tell that? Is it stated on the schematic? 
D. Well, yes, just from looking at the resistor ratio! iok to 470k . It uses half of 

a dual op-amp. The next stage is the compressor, which serves to neutralize ampli­
tude variations, and cut down on loud transients. That uses the other half of the dual 
op-amp [operational amplifier], plus a FET. Then there's a tunable resonant filter 
using three op-amp stages, and an envelope follower so what we have so far is a cir­
cuit that amplifies the microphone signal, compresses it, looks for a particular fre­
quency in the signal, and generates a DC voltage which is proportional to the pres­
ence of that frequency. Then comes a threshold comparator which compares the en-

e ope o lower output to a 1 eference voltage so that when the right pitch is sensed, 
.. comparator turns on a 5 5 5 timer for some fixed period. The 555 switches on the 
VCA, the MFC6040. 

B: What's it all add up to? 

D: It s essentially a circuit that responds to the presence of a single pitch by turn­
ing on another sound for a fixed period of time. Remember, there's an instrumental 
performer behind all of this. 

wheBn S? !,f0rg0t abT that' So that When • • • the player plays along and 

over the loulpelkTrT'" " ^ C'rCUit tUr" 0" S°me °ther S°U"d 

homemade synthesizer ARoAe"'iUSt"imoned ha™°™s "lade by the 

there can be several inŝ rumentalis"̂   ̂ C"SS"' 

of tholeToL̂ e iisTzTrXw aCC°mpaniment- Every time he hits one 

scrib. Net for GZhflg he"d' '' W0"ld d'' 
tronics, Cello with Melody-driven Electronic AT*" Melody-driven EleC~ 
a microcomputer to recognize patterns of I i P'eCe 7°U W1" SCC wh'ch USCS 

other things I'll describe in more detail larer Th"'t0 and d° S°me 

other. * e Pleces sort of flow into one an-

of more questions about all this ^ anot^er begins. I have a couple 
this. One is, is what the player is playing scored? The 
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other is, how does he avoid a one-to-one correspondence between the sounded note 
and the accompanying chord from becoming obvious fairly soon? Maybe those 

questions are tied up together. 
D: Well, to answer the last part first, the actual tunings are getting changed dur­

ing the performance, you'll recall, so that different progressions of accompanying 
harmonies occur, and also there are notes in the scale which don't have pitch sensi­
tive triggers associated with them, so that melodies can be written to imply different 
kinds of movement among the tuned chords. What was the other question? 

A: Whether there's a score for the player. You referred to "writing" melodies. 
D: Sometimes, sometimes not. Say, can I use your phone? I've got to make a few 

calls and it's getting a little late, so . . . Look, here s a page of melodies from Cello 
with Melody-driven Electronics you can look at while I m gone, and when I get bac 
I'll give you some details about the piece that uses the computer. I 11 just be a ew 

minutes. They're all local calls .. . 
C:The bird who phones catches all the worms. 
B: I'm really glad we had "D" over. The really interesting thing to me about all 

this is that composers who build their own instruments, at least in our cu ture' 
pretty much been represented as eccentrics. I mean, it s something that on y t 

centric composers, like Harry Partch, have been into. 
A: You wouldn't class Behrman among the eccentrics. 

B: No, certainly not. He's definitely mainstream. pu;l_ 
A: But he doesn't write music that other people can play, say t c cw 

harmonic. .. • r 
B: Neither does anybody else, except people who set out specifically to wn e 

the New York Philharmonic. To get a job. -l-im m 
A: No, I was just playing the devil's advocate, because of your e ensive • 

"mainstream." I know what you mean, but really, it seems to me t at pu 1 ^ 
into a historical perspective tends to create mainstreams an si estream • , 

categories that really don't represent anything about -eisicbutjustabou 
journalism or polities. I think Harry Partch and everybody else who dec ded that 

music could keep on changing harmonically by using ratios o prime n 
than five, I think that all those people got disenfranchised, you know, divided up 
and either thrown into some convenient categories, or just p ain 

B: How do you think that happens? . hecause 
A: I think in that case it was one of those cultural accidents, t a ^ that 

we won World War Two. We thought that that meant that we won 

he was on our side. 

B: Beethoven as Helen of Troy. „-rcpruted by the 
A: But actually we won twelve tone music. tones 

Nazis, so we felt he must have been right about music, ancipation. Also, af-
equal had something to do with the triumph of democracy, e 
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ter the war all the American students went to Europe and discovered Webern, 
whose music was interesting for a lot of other reasons, and some people in power 
just decided that they would support people who decided to make their music 
change that way, and not support people who made their music change modally, or 
harmonically, or any of the other ways that people change their music. 

C: Let's talk about cooking. 
A: Let's change the subject, or I'll get vehement. 
B: That s interesting, though. Oh, I know, I wanted to ask you about something 

you said earlier, about the equation for converting information into energy. 
A: Ten to the twenty-third bits per kilocalorie. 
B. Yeah, the basic idea would seem intuitive, but how did anyone come up with 

a number for it? 

A. That is an interesting question, and here's the answer. You're familiar with the 
idea of Maxwell s demon, aren't you? The little guy who operates a partition be­
tween two chambers, and makes one chamber hot and the other cold by letting 
slow-moving molecules go only one way and fast ones the other way ... 

B. Yeah, I remember that one, that he paradoxically "creates" energy by making 
a temperature difference. But I could never really see how that was paradoxical, I 
mean, the demon has to be doing some kind of work. 

A. Exactly, but the work he s doing is making decisions. The energy's already 
there, just entropically. His work is purely informational, he makes a yes or no de­
cision, se ecting out the molecules. If you consider information as a set of binary de-

ons, it ecomes obvious that it takes a certain number of decisions to create, let's 
y, one egree of temperature difference between two volumes. That's the amazing 

part, that ,t s a definite number. Admittedly, a very large number, but even if it's a 
very large number you're ahead, because you're now able to talk about a lot of 
things quantitatively that you couldn't before without making a new arbitrary unit. 

Thar'all rbPSyCi° ,neS1S ' Y" Wh" 7°U mean ' Does that exP lain psychokinesis? 
loth de lS u °biect are m°™S t that by making 
by geLfatT' T T"8 ' en°Ugh ' S°me°ne can make the move 
by getting all the molecules to go one way> 

B- thattn1 ' CT7!y WOUld make 11 easier t0 1uantify observations. 

a °t • • thy • • •1 —it,s •? 
amazing. And yet the whole idea w M W C tHat ' That 'S 7 

nineteenth-century thought. °U SCem S° 3pparent from thermodynamics, 

C: Heredity versus environment. 

talk about them, and then to thiHTaVntU,relyTU1^ the" poSsible 10 

to come first. k them" The id^, or image, we decided, has 

" T"k Th"'- "*•' ir. —d« „ a.. 
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guages have a verb that means "to be silent" except English. I was thinking about 
that after you said that "cook" can be a verb but "music" can only be a noun. 

C: Logicians don't take the fifth, they take the seventh. 
A: Yeah, I don't know, really. That just shows that language comes from custom. 

It's probably not one of those things worth pursuing really. There's not much of an 

audience for that sort of indulgence. 
B: I hope "D" gets back soon, I can't think of what to say. 

A: "Improvise." 
B: "The year 1588 was fraught with storms ..." Nah, that's a quote. 
A: I'll make it easy, and tell a story: the phrase "to drink a toast" comes from the 

old English custom of-whenever they drank to anyone's health-putting a piece 
of toast at the bottom of the ale mug and passing it around, so that whoever dran 

last got the piece of toast, like a kind of treat. 
B: Are you just making this up? . _ 
A: Now listen: at one time Anne Boleyn was the most beautiful woman in -

gland. One day, while she was bathing, she was surrounde y a 8r°uP 
who decided to drink to her health, each one in turn filling his cup wit t ® 
ter and drinking it, to pay homage to her. All except one. When they asked htm why 

he didn't follow, he said "I'm waiting for the toast. 

B: Ahhh, ha ha ha! 
A: How'd it go, "D"? 
D: Oh, fine, just fine. 

D: No, h'sTkayHf ]pu^hed^Tew things forward. Say, it's getting a little cold, I'll 

A: Wait, I'll shut the windows. Yeah, the weather's changing. That 11 funnybe 
cause we were just saying, while you were on the phone, how it s such a chrnat^ y 
stable era we live in that we depend on other people to cha g 

that really isn't so. There, is that better? David Behrman's 
D: While we're on the subject of weather, let me tell you abou 

Cloud Music. 

D: It's called Canadian/American Sky and it's a collaborative piece 

Watts and Bob Diamond. 

B: Who'rethey? ineer. The piece uses a 
D: Bob Watts is a sculptor, and Bob Diamond a vi eo en ^ on a XV screen 

v'deo camera pointed a the sky for its input. Tf*e.imaJ^ ^ehtness fluctuations at 
along with six electronically relocatable cross airs. e ^ ^ £ecj to a Syn-
those six points in the video field produce voltage uctua video cir-
Aesizer as control stgnals. Bob Watts and Bob Diamond worked 
cuits, and Behrman designed and built the audio sy nt 
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A: So as the clouds pass overhead, the sounds change. That's a beautiful idea. 
Does it sound anything like the other pieces? 

D. Yes! it generates harmonic sequences much like the "homemade synthesizer" 
but the electronics are dif ferent. The pitches are all just-intoned intervals that are de-
rived from one master frequency by frequency multiplication and division, using 
phase-locked loops. It's a good method for this kind of piece because it makes 
pitches that are always in tune relative to each other, so the piece can be installed in 
museums or wherever and not need constant retuning. It's an installation piece. 

B: More phase-locked loops. 

D. Okay, now here comes the part where I tell you how to trick a phase-locked 
loop into multiplying a frequency. You remember that the PLL has two inputs and 
one output and that the output is connected to the input, locked, in such a way as 
to compare its own frequency with the other input frequency. Well, if you insert a 
frequency-dividing chain, made of digital flip-flops or whatever — those are easy-

etween t e PLL s output and its input, it will keep trying to adjust its output to get 
e same requency at its loop input as at the other, external input. It's actual output 

must then be a multiple by whatever factor the dividing chain is of the incoming fre-
quency So, by using this division/multiplication technique, Behrman was able to 
make all the ratios required for just-intoned harmonies. Harmonies in just-intona­
tion have a very beautiful, unique sound. I think Pythagoras would have loved this 

work wh"°h tUl frtUre °f Using the PLL is that the 
low-pass filter net­

work, which averages the phase difference pulses ... 
A: I remember. 

frequencv rhUSCS ^ t0.g*lde to new tunings, rather than just jump. When the 
JXneT ptr " ̂  m thC °f ^ the melody swoops UP or down 

B- Wa^th^ heard(f°me °f that- Kin<l Hke Indian music. 
B. Was Behrman influenced by Indian music? 

master, butire"s°detreCt!y' [ 1 don^ink he ever studied with an Indian 
sic. The kind of constant "arm d' S°»'' °f Sensltlvltyto listening to sound in his mu-

arriving at fixed values, or notes."18 ^ S°UndS " ̂ chan8in& rather than 'USt 

sicians «ZZZtlyo271 ̂  °f nOKS' ^-

timbre changes and glides are incidental.^ nCXt f'Xed Va'Ue' ^ a" ̂  

sarily continuous or discontinuous epta0'Shed,that llstenin& as a process, is neces-
bre" information is needed. ™l„ f ' SPCe recogn'tion, no amplitude or "tim-

C: 10-4. ' °" X re<^uency information, zero-crossings. 

becoming easier for people to lict- ^ COmPuters  discontinuous changes are 
p nsten to, or look at. 
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B: What's Behrman using the computer for in his music? 
D:The piece he's doing now, called Music for Instruments, Microcomputer, and 

Home-made Electronics uses a Kim-i microcomputer to examine the actions of the 

instrumentalists and accordingly change the harmonic accompaniment played by 

the homemade electronics. 
A: An extension of the pitch-sensitive music. 
D: Well, yes, but extended very far in two directions. First the computer can ac-

tually recognize melodies. It's capable of correlating information from the pitch-

sensitive triggers over a period of time and matching pitch sequences to certain ac­

tions it performs. 
A: So that different melodies in the same mode can evoke different kinds of ac­

c o m p a n y i n g  h a r m o n i e s .  . . .  
D: Yes, and it's also extended in the other direction, that of modifying its own 

responses. You remember that in the Music with Melody-driven Electronics Be 
man had a hard-wired logic board that allowed new tunings to be called up 1 m 

than one trigger were on simultaneously ? 
A: Yes, to avoid the one-to-one correspondences. 
D: Well, in the case of the computer version, the program actually modifies itse 

during the course of a performance so that it responds differently to a partic 

melody after it's been played a number of times. 
B: Can you explain how any of this works? I'm not very familiar with program-

ming. 
A: My favorite analogy to the computer is the kitchen. The stove is the accumu­

lator, the countertops and chopping blocks are the index registers, t e s * 
refrigerator are memory locations. The cook has to be memory too. !-> 

that's where that one falls apart. . , . 
D: That's an interesting one, "A." Maybe rather than getting too ar ^ 

gies, though, and describing computer architecture, I can explain how p g ^ 
d o  t h o s e  t h i n g s ,  t h e  m e l o d y  r e c o g n i t i o n  a n d  s e l f - m o d i f y i n g  a c c o m p a n i '  
son of general, flow-chart way. Remember that when the p ayer soun s ^ 

Priate pitch for the pitch-sensitive trigger, the circuit turns on a t r tu:s cjr_ 
ctficperiod of time, usually a few seconds. In the pre-computci \eisio 

"M, what happened was that the timer went on, it turned on a yoltag - ^ 

amplifier, causing a specific chord to be played for the duration, n seVeral 
S10n the connection is broken after the timer; the timer outputs r tjWers 

Pitch-sensitive triggers go instead to the computer When^ ̂ computer stops 
S°es on, it pulls the interrupt line of the computer ow, s • commences 
whatever it was doing, stores away its essential data for future 1 eta happens 
10 poll the interrupt inputs to determine which pitch ™J£on, 
^ery fast, on the order of a millisecond. After it s determine feeling for 
the program looks to see which of the timers were already on, so . g 
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the sequence of pitches right there. All of this information is stored in several regis­
ters so that the computer can, when it returns to the main program, further evaluate 
the pitch sequences that have occurred on a longer time scale, and also use the infor­
mation to make adjustments in the part of the program that controls the external cir­
cuitry, the oscillators and VCA's. 

A: Is Behrman using the same oscillators as in the previous pieces? 
D: He's still using the bank of thirty-two oscillators, which have been modified 

for computer control, and he's added a new PLL synthesizer like the one he de­
signed for the cloud music. The old oscillators have four possible tunings, and are 
controlled directly by the computer by making a data word to switch in a new ca­
pacitor-resistor combination into the circuit. They provide a drone accompaniment 
to the PLL synthesizer, which is controlled by the melodic events via the computer, 
like I just described. The accompaniments aren't just simple sustained chords; 
they're whole melodic phrases —well, you heard the piece. 

A: It sounded to me like there was a voltage-controlled filter somewhere in there 
too. 

D: There is. It s playing a melody over the main melody by filtering through the 
overtones. It's also interrupt-driven. 

B: You mean it happens every time the player does some specific thing. 
A: It occurred to me that, it occurred to me, when you said that the piece is sort 

of cumulative within a performance, that, doesn't that imply some sort of progress, 
a one-way direction built into the piece, because of the program? I'm not sure I 
stated that. . . 

D. Well, the program changes itself, so that is doesn't give one response to the 
same stimulus too many times. Let me explain. The program, as Behrman wrote it, 
doesn t make any presuppositions about the sequence of melodies or how many 
times it's going to hear a phrase repeated. Behrman's intention here is to make a pro-
gram t at will respond in ways he feels are musically appropriate to the actions of 
t e player I think it's that consideration which led him to make a self-modifying 
system, rather than the idea of setting up an elaborate system of mutual contingen­
cies between the player and the computer. 

C: Obligations. 

B. I understand that —that it s sort of like the computer and the player are on 

the ooting- s^e t^at. I noticed that in the program notes he listed the player, 
the computer, and himself all as performers. 

A: The new team's taking over, 

tions, Uh!uld get'going °Uld ab°Ut ^ y°U'Ve g0t 3"Y qUCS" 

X°W T P°SSible bitS does the microcomputer have? 
mean? ' m ne and " has a sixteen-bit address bus. Is that what you 
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B: Is that how much information it can deal with? 
D: Well, that would be about 65,000 eight-bit words. Why? 

B: I was just curious. 
D: Behrman is using 5k of read-write memory for his programs. 

A: Well, thanks a lot, "D." Hope to see you again soon. 
D: Well, it's nice to meet you all, and er, your friend . . . 

B: "C." 
D: Bye. 
B: Bye. 
A: Bye. 
C: It's time to eat. 
B: The reason I asked "D" about the information capacity ... 
A: I figured that. I suppose it happens. I was thinking, though, that some kin s 

of information must convert more readily into energy. 

B: Something like plutonium. 
C: Like frying parsley, or looking at a blackbird. 
A: At any rate it's clear that knowledge alone isn't worth anything any more 

that information is very valuable. It's always funny to see th°s^ stone 

say "don't bother to rob this van, contains computer data on y. ^ et in 

age they said "don't rob, contains money only, no food or furs. 
B: I wonder how much it would take, though, to see the effects You know they 

always say that we use only one tenth of our brain, but I don't bel.eve that. I th.nk 

that we use all of it all the time. Do you know what I mean. 

B: It seems that what people do unconsciously, maybe every thmgwedowithout 

consciously thinking, is actually balancing out various forces mak.ng uat on 
mote energy-efficient, and that without ever really making m.stakes, somettmes 

horizon of awareness changes, and we feel silly, or amaze . -mazement-1 
A: I used to think that!, was terrible to be forever m a ^"^^^ing 

mean amazement at what I could do-and I thought that it mig 

to do with energy, but then I just stopped thinking it. 
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"I'm making the rules" 

We were talking about the fact that kids scare me to death. 
What did you do when your son was little? Did you do the diapers and all that 

stuff? 
As much as I could. But it was so hard. 
It's hard for everybody. . , , 
They're so different. It seems like they almost have to be thirty years a or 

venty-five years old before I feel like they're the same race as I am. They always 

vllike they're from a different planet or something like that. , 
I don't have any trouble spending time with them at all. I don t know much 

bout that whole issue that's grown up around ... , .r, , 1 
... child-raising and everything. 1 don't either. Do yon mind if I ask yon h™Pa 

alistic yon feel about your players. Do yon feel as though yon re taking care of 

Oh, financially, of course, it's quite a fact. 
Your activities usually support them. , «. L -nty na\A 
At this point they do. When we're not playing, and when we re no g P^ 

or concerts, we're on unemployment. And the way things arc now, une 
;eems to have become a permanent fact of . . • 

... everybody's life. 
It's by far the best way of funding. 
But you have to work a minimum number of weeks. unem-

We do. The minimum is twenty and we're now into our second year of unem 

activities as an ensemble thorough enough so that vdth the unemploy-

ment they can support the whole group ? thirty-two are 
Yes, absolutely. It takes twenty weeks, and that means the other tuny ^ 

Paid for, so that during the first year you have to get m e ̂  ̂  ̂  thcn dur-
to start off with twenty, then you get unemploy men weeks you're cov-
lng that first year of unemployment, if you wor ano ensemble. Kurt 
eredforthe next year. But it's not possible for some on some 
Munkacsi and Michael Riesman, for example, arc invo v . ^aye other 

Wel. So that for technical reasons they don't qualify because y 

sources of income. 
But you get unemployment. th t when we're 
1 do, and at least five other people in the ensemble do. It means 
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not getting paid a check for a rehearsal or concert, we get the unemployment. We 
receive the maximum, which is ninety-five dollars a week; you get thirty-two weeks 
of that, which comes to three thousand dollars. 

I know a lot of musicians and actors who do that. 
It means that if you pay the maximum, which is one hundred and ninety dollars 

for twenty weeks, that's three thousand eight hundred dollars and you get the rest, 
another three thousand dollars which then gives you a guaranteed minimum of six 
thousand eight hundred dollars. Really, that's not much money these days. 

It's not any money at all, really. 
It's enough to pay the rent, and everyone else in the group has other work. 
Do you do anything else? 
No. 
You're the only one that doesn't have any other work? 
Well, I ve had to work in the past but I'm not working right now. But it's only 

recently that I ve been able to get money for writing music or for being who I am. 
It s sort of obvious, but do you think that the activities of the Philip Glass Ensem­

ble, in supporting these people, are changing your ideas about what you can do or 
what you can't do? 

No, I don t really think so. You see, the group began eight years ago. We only be­
gan actually making any kind of money in the last three years. So the first five years 
that we played together was because there wasn't any music scene except what we did. 
We were younger then. There were many reasons why money wasn't a big factor. 

It couldn't have been a factor in the beginning. 
At this point the ensemble is an economic unit in the same way that the Duke 

Ellington Band or the Count Basie Band was an economic unit. There's nothing 
wrong with that at all. It s just a fact. I think the artistic choices are not unaffected 

y it, ut on the other hand, I don t think that's a bad thing; it's just another kind 
of reality For example, I've just been working with Bob Wilson on an opera, Ein­
stein on the Beach and I built the group in. All of the music was built around the 
ensemble, and I added the voices. After the opera is finished, I'll have material for at 
least two programs of music. 

Plus your recording. 

In addition there'll be other things involved in it, too. When I got into this, it 
made ,t mud, eas.er to work when I knew what I was working for. My music is very 

peTle and® IT" T ̂   ̂ d°Wn with Pe°Ple «h« ** <™sk 

andsomeofrh 7 T ̂  3 '0t °f trouble' ™sopera is a five-hour piece 
son have :ltSLPeOP e m ̂  and and Jon Gib-
there's no problem for them.C 'SC'pIme °f the music and the energy « requires that 

That's a lolg tw^hldt^"""8 D"Vid Behrman playing with you. 

56 
Music with Roots in the Aether 



That was nice. 
When did you first get into the idea of "long " pieces? 
Long pieces? You mean how did that happen? 
For instance, you did Music in Twelve Parts for, what, four and a half hours? 
That's four hours and the opera is almost five. 1 think there are several reasons for 

that. One is that, partly, the music requires that time frame to speak, don't you think? 

I think it does. 
It's about the whole idea of using repetitive structures that puts you into that 

thing. When 1 began working this way in the mid-sixties, I was working alone. I 
could see right away that I was in a much bigger time frame than I had been working 
in up until then. It took me fifteen or twenty minutes just to get something that 
could listen to long enough for it to work. Then there's something else, and this is 

g e t t i n g  i n t o  t h e  r e a l  h i s t o r i c a l  t h i n g .  I f  y o u  l o o k  a t  i t  f r o m  a n o t h e r  p o i n t  o f  v i e y >  i t s  

that when I was about fifteen I got very interested in Webern. I loved especial y t e 
string quartet music. In terms of duration, I eclipsed all of his music years ago. 

written more music in terms of length-of-time. But I think, Pcn|0"a 1 eVG ,1S 

pendulum effect. I'm always doing the opposite of whatever I i e ore ) 

seems to me to be true; it's even true of the music I m doing now. 
The difference between the two pieces is obvious. But that's why I was a.skmg you 

about the economic thing. It seems tome that what happens so ofte n in groups 0 

jessional musicians that get into the pendulum effect is that those groups wt & 
stylistic extreme, for instance, in jazz. Do you think of the pen u urn effec 

big you or the kind of music that you compose? -ri .n. 
I think it affects me in a lot of different ways. Partially that has to do-*-

other thing. When I was a student I never imagined that I wou e ma g ^ 
as a performing musician. As a music student in those days, you wrote: Y ^ ^ 

and you gave it to someone else to play, and later got a teac ing )<- people 
"ivory tower" kind of thing, and I understand that's actua y t c way ^ . 

«illd„ it. Kl«, p„,l. still 11.. tin. ".J- *•> by such 

I could hardly play the piano at all. I actually began playing the p 
*„. „ J.L. , ...Id ..ill pi.y 

SO many good flutists around, it was pointless. ^ tge perf0rmers. 
there were the composers and you wrote the music an ga system. And 
Of course looking back on it now, I think that was a rea e ® . with those 

it never occurred to me at the time tha t  i t  was, because j forming musician. 

fyS" S° now 1 make livinS and jUSt thl^k°c Mkhael Riesman; he can do any-
,m not as g°od a piano player as someone h Dlavers we had was Robert 
dt'ng. But it's not always required. One of the est pi D;ano as a second 
Prado, who was actually a trumpet player, but like me ptcked up piano 
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instrument. And the thing about Robert was that his sense of time was just flawless. 
I wouldn't even have to count down a piece. We always played together and it 
seemed like from the first two eighth notes he knew the tempo. I tried to fool him 

and I couldn't. 
Do most of the players come out of a jazz background? 
Robert Prado was from Louisiana; he died in an accident. 
I read that. 

And then Dickie Landry is from Louisiana as well. 
How did you get connected with Louisiana ? 
I was living in New York and a good friend of mine was Richard Serra. I've al­

ways known a lot of artists: I think I've gravitated towards artists because they were 
always more open than musicians and I liked looking at what they did. They were 
more interested, really, in what I was doing. 

In life. 
It was better. That was one of the reasons why I was in the art world; I've always 

been in the art world. When I was fifteen or sixteen my first friends were artists and 
I used to go to museums with them. They taught me a lot about how to look at 
things. Not that I know that much about it, but you're bound to pick up something 
after a while. So Richard Serra and I were very close friends. We knew each other in 
Europe, where I had been studying. When we came back to New York we were 
both working. He wasn t able to make a living in those days as an artist, and neither 
was I. I think my first job in New York was as a furniture mover; Richard had just 
finished doing that. He was starting to sell his pieces and gave me his truck. So I had 
his truck and began moving furniture. I also worked for him as his assistant for a 
number of years. 

Do you mean building things? 
I helped fabricate the pieces. One of his friends was a man named Keith Sonnier, 

who in 1967 or 1968 was also getting to New York for the first time. They were es­
tablishing themselves as the young movement. That came after the minimal move­
ment which came after the pop movement and so on. These people since then have 
become very well established. 

You're associated with them musically too. 
Yes, I am, but that's really happenstance. We can talk about that. But this whole 

minimal thing, I think, was because my friends happened to be Richard, and Keith, 
an onJudd. Anyway, getting back to the way I met Dickie. Keith was from Lou-
.s.ana and D.ckte came up from Louisiana and I met Dickie through him. Then Ri-

Prado was 1™ 7 tt"7 ̂  °ickie a"d he 
be8an P laX ing 

with Robert 
Chinato 5 3 "rh T ^ Came °Ver and f°r  a  while ' Dickie had a P lace down in 

kind JTlTke t h lf T ^ na™ °f  our 1  ̂ y. It was 
a this t, ce H h°US\Pe°P le came UP '"»» Louisiana and they would stay 
at this place and we would rehearse there. 
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You would pick up guys for the band? 
Yes, can you believe it? Every one of them. Rusty Gilder, Robert Prado, Richard 

Peck, and John Smith, who played with White Trash. At one point we had five Ca-
juns in the band. They were almost all Cajuns except for Jon Gibson and me. 

By Cajuns, do you mean that their backgrounds were in popular music ? 
No, it was more complicated than that. Dickie was a trained musician in the 

sense that he had a Masters Degree and was a composer and did film music. He 
doesn't like to write music down; he's not that kind of musician. There was a time 
in his life when he did do that, but he doesn't any more. All of them were from that 
background. There's just a lot of music down in Louisiana. 

You've played your own music down there? 
Yes, I have. John Smith played with me once. He was staying with Dickie an 

we were rehearsing and he asked if he could sit in. I said, If you can read it you can 
doit." And it happened that John couldn't read, but he said that he had a very goo 
ear. And by God, he learned the music by ear. I told him that it would be easier to 
learn to read than to memorize this music. And he said, Not for me. e ea 
to play Music with Changing Parts which has some improvised sections in 

did one concert at La Mama that Ellen Stewart sponsored. 
/ ws there. That was the first time I heard your music. That s why I m here. 

That's why you're here. „ . . > 
Of the five horn players, the only people who weren't from Louisiana a 

noon were Jon Gibson and me. 
That was a very strange, heavy hand. ^ner- „s 

But I liked it. It brought another flavor into the music which I ve been 

0 ' Well, the time in your music is very parttcular; it's hard to find what the roots of 

it are. It doesn't sound European. . . T„^;an at all 
I don't think it's that exotic sounding either. I don't think it sounds Indian . 
Oh, not Indian at all. It doesn't sound like popular music either. 

1 wonder what that is? 
It's a kind of time feeling that's different. 
I don't know what it is. 
It's changed since I heard it. 

t0 he getting faster. 
1 call it the rate of change. 

The feeling of how fast it's going. , . , , „J Hown again. I think it's 
But in the new piece, Einstein on the Beach, it s s ow A - ^ it>s the pen-

gotten as fast as it's going to get. I feel it's starting to s ow 
dulum effect. 
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Really? 
Yes, it's starting to slow down. And now, I started a new piece which doesn't. I 

started out with a very extended time sense, and gradually the rate of change became 
quicker and quicker until in the second piece from Einstein, the rate of change be­
came really quite fast. And besides that, there are sections in it. Now I'm writing a 
piece which is more like the pieces I composed in 1968. 

Do yon mean with less structural change f 
Yes. And it occupies a lot of time. You see, I can't play that piece in half an hour. 

One thing that's happened is that as the rate of change increases, the overall rate of 
the pieces can increase as well. But I'll tell you, I just go along with those things. My 
feelings about those things are extremely subjective. 

I was thinking yesterday that, when a group of people has been together as long 
as yours, you must get into things that are special skills. 

Oh, sure. 
I mean, the music from Einstein has those strange breaks in it that require really 

special skills. They're very surprising. 
Which ones are you thinking of? 
Where the sections change. Everybody jumps into a new sort of feeling. 
Well you know, when I'm writing the pieces now, I write the parts for the play­

ers and not for the instruments. Sometimes I 'II know what instrument they're going 
to play. Eor instance, Dickie can play alto or tenor or flute. It's orchestrated for the 
person. In fact the instrument can actually change. 

Do you make those decisions before you reveal the piece? 
I do to an extent. In the rehearsal period I'll think that Dickie will be playing a 

flute, but when you come right down to it, it may change; it may become a soprano. 
I no longer write scores when I write the pieces out. 

There are just parts ? 

Just parts. There s no need to write the score. No one is going to read it anyway, 
and 111 tell you, it takes an awfully long time to write those scores. I started to write 
the score for Part One of Music in Twelve Parts, and it took me about four days. I 
figured at that rate it was going to take a lot of time, and I wasn't going to do it. But 

wanted to copyright the piece because I wanted to make a record. So I took all my 
parts and called that the lead sheet. I sent that down and said this is the lead sheet 
and everyone plays the changes from that sheet, just like a jazz score. And they let 

he co I C8Ta COPyright °n tHe lead Sheet' which is 

reason Th i-h° 'T ** °n'y ™ d°'"g the score was for that 
1 m not loin t reaS°" WOUld be for foUndation purposes, but I just can't do it. 
paTt and a tuaUvCIPy  ̂' T S° ̂  ̂  1 d° PieC" "OW is b>" 
andior tha r fir t 5^?'1 ̂  d° F11 the notes to the piece, 
on IPs real v fo 7h V" P*"' *** then Jon's, and on and 
on. really for them. I know how they sound, and I know what the/re good at. 
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I try to write for the strength of the group. 
When you're orchestrating, apart from the fact that it's for a fixed ensemble, do 

you think of it as being made up of a lot of lines? I mean, do you think of it as being 
an orchestrated line or a color change, or do you think of it as being a counterpoint? 

I don't think of it as a counterpoint. I think of it really as plateaus —as layers, 

like a geological cut. 
But they're only layers in the sense that they're different colors. You don't really 

get into the bass versus soprano. j 

I do now. Didn't you hear that in the last piece? At the end of that piece you ve 

got the bass line, and you've got Joan La Barbara singing that long line. 

I don't know what to call it when you get into that. 

The cadence. 
The cadence, a long cadence. 
One of the reasons I put that in was because Music in Twelve Parts was such a 

long piece to do. I spent too much time on it. I think 1 spent three years on t P 
But by the time I got halfway through the piece-more than halfway throng t e 
piece-I decided to change the rules. I noticed that I had been operating un cr a 
of rules that had become automatic, and that there were things that weren t po 

to do in my music because I had made them forbidden. 

To yourself you mean. „ , . , c. 
To myself. And a lot of Music in Twelve Parts gradually breaks down those 

rules. Beginning in Part Nine, and then into Part Ten, Eleven, an we ve, 
ingall the things that I couldn't do in Part One. Part Twe ve is c romat , 
dential, and then in Einstein I took advantage of the same 1 eas. or in 
idea of using real root movement in my music was really or 1 en or m ^ 
years. A piece would start with six or seven pitches and it wou ne^ that 

There was no root movement at all. Finally I just said, well, how is i p 

there's something I can't do. That seemed rather stiange. 

I can't tie myself down like that. So I said, what is it that I can't do^^n^tdo 

cadences. And so I made a piece with cadences. I might e ma ing ^ 
intellectual that it really was, because another thing t at appent 
things that had been left out for so many years became exciting or ^ six of 

there was no root movement, and I hadn't worked wit root m ^ then j 

seven years. After a while I just wanted to hear it. 1 makJng the rules? 
said, well, why can't I do it? Well, there's this rule. Rule._ • much like I 
I'm making the rules. And that was the end of the ru e. ut it w J,JJ put jt 

examined the music and said this is missing and this is miss §' j-atonic white-

'n. Like with the chromaticism that came into the music a t jn tge music. I 
n°te music. After a while I just wanted to hear a c romatic ambigu-
started off with the minor scale, which interests me very much. It 

61 
Landscape with Philip Glass 



ous seventh degree, and that seemed like a key to chromaticism for me. I felt as 
though I had to find a place in my music where it would make some sense. 

Yesterday I heard you working at it before we actually started recording, and I 
noticed there are a lot of parts in it that are modal. You don't feel the root movement 
until everybody begins playing. 

That's right. 
I1 has a lot of the old qualities. 
Are you taking about the fact that you really can't hear the piece unless everyone 

is playing? 
Yes. 
It's funny, isn't it. And the fact that at this point there are only parts. In a way 

the piece only really exists when we sit down and play it. 
I want to ask you two more questions before I forget. One is, that since your music 

is so accessible technically, and is notated, and played on instruments that are avail­
able, why is it that you don't want other people to play it? 

Well, there are several reasons for that. 
Could you say what they are? 
I or one thing, we spend a lot of time rehearsing the music, and I don't think any­

one else is going to spend that time. 
So the music would be badly played. 
First of all, badly played. But that's not as important, because I think eventually 

people could learn to do it, and there might even be some money involved in it. I 
think that the real reason I feel this way is because at this point I've made a commit­
ment to making a living as a musician. I don't know when that happened. But it 
came on a par with my experience of having to make a living in New York. And that 
came as a result of my decision not to be a music teacher, which left me with either 
street jobs or music, and the more I did street jobs 

... the more you wanted to do music. 

And I became very clever at maximizing my possibilities of making money at my 
music because it was either that or putting in someone's sink or moving someone's 
furniture to survive. I just didn't want to do it. I did it for years and I don't want to 

You mean not playing your music exclusively yourself. 

rb A l7 7 W1,TH ,THAT MY feeling IS that if anyone could play my music 
hen the likelihood of my being hired would be diminished. For example, there were 
ome people that got a ho d of a score of mine in England and played it there and I, 

we thoueht'thar ^ 7^ '°°k'jUSt d°n>t d° that. And they said, well, 
London Now 7" 717™ t0' WeU>1 ™ trying to arrange for concerts in 

London; no one ZehL played^ ""./thev ̂  ̂  
have me come mA A V TU ' 7 want to hear my music, they've got to 

ere was someone in Chicago who was asking me to come 
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and play and I said, well, if we can negotiate the money. And I said, this is the fee, 
and they said, we don't have it, and I said, well try to get it next year. I'd rather wait 
a year. They have no recourse. They can't say, well where can we buy the music, 
which is normally what would happen. So I have an economic lock on it. 

Do you expect that eventually it might change enough so that people could play 

Music in Twelve Parts ? 
No, I don't want them to. The first reason is the economic one. As long as I'm 

the only person who has the scores, no one else can play it. Anyone who wants to 
hear it has to hire me. I still make my living from playing. Publishers have told me 
that I can make very good fees from performing rights, but I just don't want to suf­
fer through those bad performances. Where are they going to get a sound system 
like the one I've got? My sound system took Kurt about five years to develop. I sup 
pose you could rent a sound system, but who's going to do it? 

If you allow people to play your music, they'll play it on anything. 
Anything. And then you've got to face that, and I m just not rea y or it. 

other thing is very personal. I find it very odd to hear someone else play my music. 

Does that happen to you? 
I feel it; it's terrible. . . T • 
It's very peculiar. I just have to leave. It hasn t happened ver> muc , ) 

don't think that I would like it. . , > R > 
The other thing I want to ask you is about the music from Einstein 01ri . 

that we recorded yesterday. Do you think of a format that you ave to fu i 
you start? Or is there some internal process for each of these pieces t oat ma 

hist twenty minutes or thirty minutes? . . mii-
I think it's the second idea. Let's go back a little. When I first started ™ ™ 

ac 1 began rather technically. I learned how to write music from my 
my first music was modeled after them. I studied the same t ings t 3 about 
and all the different things that you do when you re a stu ent. o built 
music in terms of what models there were, and for a long time my began 
«those models. I'm talking about the music I wrote before I was th,«y. 
Siting music when I was sixteen, but I didn't really get serioust un. after 

or twenty. And so there's about ten years of music w nc 1S s pn;n2 to. 
the people I studied with. There's not one note of it that s wort 1 

I understand. . ome Gf it is 
I have four or five boxes of it. It happened to be a Most Qf it's 
ting around. About twenty pieces got publishe ^ ^ thirty, 

§°ne; I left it there. I really didn't write one note of original n 
a"d I m thirty-nine now. artists. 

Neither did I. You know it's amazing; it's so comm°"^°nheY along than I was 
1 hese young people who are writing now are so living in some-

" ">« age. You know, when I was twenty-five or twenty-six, I was g 
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one else's world. I was writing music like Milhaud when I studied with Milhaud, 
like Vincent Persichetti when I studied with Vincent Persichetti. All craftsmen of a 
kind. When I got involved with my own music, those models no longer existed, and 
that s when things got interesting. I don't know why it happened; it just happened 
one day ... literally overnight while I was living in Paris. I didn't know anyone else. 
It wasn t like I was in California when Terry Riley and La Monte Young and Steve 
Reich were all out there and had each other. They had a scene, you know. I was in 
Paris and the only thing going on was the Domainc Musicale that Boulez ran. There 
was nothing going through except serial music, and occasionally Earle Brown. Earle 
Brown was acceptable for some reason. They liked him. 

Well, he was in Europe then. 
Yes, but there was a different feeling to his music. It was odd for me to hear Earle 

Brown s music in the context of those concerts. There was something so—I hate to 
use this word —fascist about them. 

Organized. 

Organized and doctrinaire. I never thought that he would get into that. Butany-
way, for some ieason they liked him and his music was done. I heard one piece of 
Morton Feldman's the whole time I was there. Aside from that I was living in a 
wasteland as far as I could see, dominated by these maniacs, these creeps, who were 
trying to make everyone write this crazy creepy music. And so I reacted to it vio-
Cfl* ^ an<^ * began doing this other music. In a sense my music is a reaction to that. 

The sustained quality was exactly against that. 
Yes, and again, I didn't intellectually say instead of doing this I'll do that, but it 

I eT°Ut l. at W'Y' ®ecause °f what I was hearing around me I needed something 
to ear something extremely simple that was organized along lines 

that were percetvable. Everything in my early music, and even in my music at this 
moment, can be heard that way, and that's part of the reason Eve had so much fun 
with the art world. I mean, my music is up front; it's that ktnd of music. At any rate, 

for wcT S°VnVOlVCd Tith music the I depended on composers' techniques 
It thS,' i k Pe°P VSk me hoW 1 Wnte the And 1 can say truly that 
tel vou T n T I™" ' CVer did bef°re and it>s b<*n very good for me. I'll 

until rm writing *1 

How did I do that? 
/ think we should say what it is. 

It's a five-hour opera that Bob Wilson and I are doing together 
Did you decide in advance that you had to occupy five bourse ' 

was the tim" mldmm y thi"8 ^ ̂  " C°mm°n t0 b« 

TMh°th "ccupy large portions of time. 

e began by asking how long the piece would be and how to divide it up. So we 
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divided it up in four acts —an hour for each act, and ten or fifteen minutes for each 
entr'acte. Then Bob made some drawings which I took and used as a point of depar­
ture. We then set out themes, such as a train theme, a trial theme, a jail theme, a 
spaceship theme. Actually there were three themes; I'm not getting it quite right. 
But we addressed ourselves to the themes as problems. I was living up in Canada at 
the time. I have this place up there where I write a lot of music in the summertime; 
this little A-frame house in the woods. It's really very ideal. It s the kind of thing 
that every composer, every human being, should have. And as I said, I almost never 
have any ideas about music that I later have to translate into something. It never 
happens to me. Never. When I was at Juilliard I learned to write away from the pi­
ano. You know, how you're supposed to. Now, I never write away from the piano. 

So you just sit down and start f 
I just sit down and start playing and it comes out. I took Bob s book of drawings 

and put the drawings out, looked at them, and played the music. I mean, it isn't just 

a question of playing it and then writing it down. It can take a little bit of *'me to 

work out or refine ideas that seem to be appropriate. In this case it almost ecame 
semiconscious. I've got all of this technique now, and not only the tec nique 

learned as a student, but all of the technique of the last eight or nine years o g 
this kind of music. I know how to do a lot of things; technique is knowing tow 

do something. 

How to start. , ( rr 
How to start, how to keep going, and how to finish. I just now a ot o 

now and I've always written a lot of music. I ve always done a ot, so g ^ 
technique and I don't have to think about it. It s not that it s unconscious, 

I've got it and that it's no longer a problem. And I'll tell you, I knoww en 

to write a piece. • ^ 
Do you feel it physically ? How do you know when you re re''p'° w T 
I just know. Bob It's like something; pushing out. I told Bob Wilson. whence 

wsre finishing this rehearsal period, 1 said, gee, I really want to write a p 
^ said, what is it? And I said, I don't know yet but I knew I was ready to write 

P'eceand I hadn't felt that way for a while. 
It didn't have anything to do with the opera? . sat 

h had nothing to do with that. Almost the day after t e relcarSa ^ h t 

mi uJLmt • n.. pi«e.MH* *£;!! SJSU 
Ing I won t bother. I don't say, well, I ve got to wn c « p more unless 

j° do one, I just don't want to do it. I just don t feel h e wor mg^ ^ romantic 

now that there's something to do. That sount s very ^ noW that I'm 
°esn'1 But that's actually the way it is. In fact ia ^ 
** 10 write a piece. You know how people can somet.mesjel^you wh ̂  

P one's going to ring, or they know when they re going; to g ^ ̂  ̂  

°dy? It's very intuitive. I just feel intuitively that m 
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will be problems; maybe I'll have to extend it, or after the initial beginning of the 
piece I'll have to work through and then start to use all my knowledge of instru­
ments and structures and rhythmic structures. 

And that could take weeks or months. Do you ever have to leave things undone? 
No. Music in Twelve Parts took me three years to write, but that was partly be­

cause I was working all of the time at street jobs. 
Street jobs. 
Street jobs. But now I find I spend less and less time writing. It's very quick now. 

I tried to figure out how much music time I actually spent writing the scenes for 
Einstein. The mother of that piece was Another Look at Harmony. 

Which I've heard. 
You ve heard that. I call it the mother of this piece because after doing it I real­

ized that it would be Bob Wilson's piece. I knew it was going to be the opera. I re­
ceived some money from the National Endowment to write a piece and I wrote a 
concert piece, while simultaneously using material that would later become the op­
era. It wasn t a transition piece; it was a piece halfway to the other piece. And it was 
also a way of getting that material out and listening to it, because all of that material 
is very new. I called it Another Look at Harmony, which is another one of my jokes. 
I  h a v e  a  l o t  o f  j o k e s  i n  m y  t i t l e s ;  t h e y  a r e n ' t  r e a l l y  v e r y  f u n n y ,  b u t . . .  

But why^ Another Look at Harmony? I mean, it's a weird title. 
It is, isn t it? You know, the guys in the band hated the title at first, but every­

one s used to it now. It's funny that after a while titles seem to be all right. At the 
end of Music in Twelve Parts—we were talking about these rules—one of the things 
that never happened was the presence of any real harmony. There were things hap­
pening on different harmonic plateaus, but there were no root movements, no ca­
dences, and no modulations. Actually, that's not quite true. There were modula­
tions in Music with Changing Parts and in Music in Twelve Parts. But they were 
modulations in the seams; they always occurred at the breaks. 

And they get more pronounced as the piece goes on. 
ally, it looked to me like, since modulations were becoming more and more 

t e su ject o t e work, that I just had to face the issue of root movement very 
square and incorporate it into my music, and that meant harmony. And I just said, 
call ,t Another Look at Harmony. You see. when I was a student, I had a teacher in 
Europe who was very tnvolved in traditional materials, and I studied with her for 

fTom th?h W3S tWenty"iX Whe" ' WCnt IO stud>- her, and she made me star, 
~ebrr8 agam'uand We Started With harmony- So When I was twenty-six, 

point. Can you believeAat? SOmethl"S hke th"'1 was writing ^ecies counter-
I've heard of that. 

Whin" rmv°„U!aTr- And 1 did that for tWO y— That ™ practically all 1 did. 
When got tnvolved m my own music, one of the things I reacted to besides the 
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Boulez scene was to that, so there was no harmony or counterpoint in my music. 
And then eight or nine years later I said, well, it's coming back, so the title was nat­
ural for me. It was an autobiographical title; it was another look at harmony. The 
last time I had looked at it was nine years before, and to be writing first species 
counterpoint at twenty-seven or twenty-eight is fairly old. It's strange, but I think 

it was valuable. What were you going to ask me? 
That was the question. It seems like your music has always been harmonic; it 

hasn't ever been about noise. 
No, but when I talk about Another Look at Harmony, I m talking specifically 

about functional harmony and root movement. I'm talking about the technology of 
eighteenth- and nineteenth-century music. I think it's interesting that that music is 
in our popular music. You know, we've never left it. I don't know what you listen 
to, but I listen to the radio a lot, and I hear it all the time. A lot of the music world 
is involved with that. They're not involved with the stuff that we re involved wit 
Touknow these kids, any kids, when they start doing music they learn changes. The 
guys whom I play with know how to play changes. 1 don t think of myself as part 

of that tradition of modern music that came from Schoenberg, Wcbcrn, an e g 

That's a real problem with many people, and this is 1976! 197& anc^ PcoP c are s* 
worried about those problems? They're still worried about the^ problems that 

Brahms was worried about. Now, if that isn't conservative, what is. 
Is there a tradition that you come out off Is there an older person for yorr. 
No. There are older people whom I admire, but there isn t anyone t at 

niodel the music after. I like Cage, although I m not close to him person y 

TOM admired his break. r w . . • 
I admired the break, and his ability to stand on his own feet. You know ther 

this maverick tradition in America that's very strong. It's in Ives, Rugg es, 

Partch, Moondog, all of these weird guys. 
And you're part of that tradition, don't you think? T, u 
That's my tradition, and people in that tradition don't have models. They only 

have models in terms of ... 

They're social models. was that 
TWay they are in the world. One of the .mportant things abou: Cage 

lit saw that it was possible to commit oneself to m a k i n g  a  mng as a c ^ 
the only composer I knew who had done that. I d.dn it real 

«»tly that it wasn't until he was fifty that he was able to do than H^hada lot 

^ years. In that sense it has been easier for me. Perhaps I had a few ye 

hut I think it's getting easier for each generation. 

on modern music. That tradition is no longer believable, and 

P°rtant. That doesn't mean it won't continue . . • 
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It seems that the people who listen to your music don't think so much that when 
you 're older you 're smarter. 

The other thing is that we're trying to create an alternate tradition, and we have 
the audience on our side. That's really important. 

You definitely have a very, very solid audience. 
Well, that makes it somehow possible to exist in the world. We don't need any­

one's permission, because we have something else. I think that I relate myself to that 
maverick tradition. 

All the people you respect are part of it. All the people you hear about are part of it. 
It s not that I don't like the work of older composers. I've always thought that 

Virgil Thomson was interesting. 
He's sort of a maverick, don't you thinkf 
He is in a way. And I think that Henry Cowell and Lou Harrison are interesting. 

But whether any of these people teach or not isn't so important. If you look at it, 
most of the writing that we have in America is academic. Then we have this trickle 
that runs along side of it, and that's were you find the gold. You don't find it in the 
mainstream at all. All of the people that are heads of the big music schools are part 
of that mainstream and that just doesn't have any appeal for me. It's okay, but it just 
doesn't have anything to do with me. 

Do you, apart from the maverick tradition, think of your music as having any po­
litical connections? You said to me two or three times that you think of yourself as 
being part of the working class. I mean, that's a huge tradition. 

I didn't mean it quite that way. 

I don't mean about your music, but it's so practical. 
I see what you mean. Political? No, I don't. For me it's a bad joke, and I have 

very little sympathy for the idea that music can be used for political and social pur­
poses. I just think it's silly. That's not to say that those people who are involved with 
those ideas aren't totally serious, and I try to take them seriously. I've had talks with 
people who are my friends and to whom I can talk about this. But first of all I have 
a personal history of having worked a lot at all kinds of jobs from the steel mills in 

a timore to eing a plumber or a furniture mover, or any kind of work in facto­
ries-so many things that I can't even remember. So my involvement with working 
peop e is a very ong one, and I know who those guys are in the steel mills. I used 
to work with them and the idea of going in there and playing musk for them strikes 
me as very very silly. I mean I know those guy, When I was in the steel mills all we 
were talking about was how you could rip off the company. And a lot of those peo­
ple were driving around ,n fancy cars and had ice boxes and new refrigerators The 

ZvkLZ' 1 ,TTCa " VeryLmiddIe dass- A"d I'm not just talking about white 
orit5 ̂  WCrC Pe°P,e  ̂  We d°"'< ve a European work-

something a bit difnrLtX7ifnvWOrkmg/ laSS °r  311 AS 'an WOrkin8 class- We haVC 

you spend any time with those people you find out 
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that they think that an artist is just a way of beating the nine-to-five rap. For them 
that's what it is. I remember going into some of the places I used to work in. There 
would be something in the paper about a painting selling for, like, five hundred 
thousand dollars and they'd say, you know, my kid can do better than that. And I'd 
say, well you ought to do it. Then we'd talk about it and they would say, well what 
do you think of it? And I said, well if you think you can do it, get it on, you know. 
Thev really have a lot of contempt for artists and for the way we live. And they have 
their reasons for it, but the idea that there's going to be some rapprochement be­
tween those two worlds is very unlikely; none of us are going to change it. That s 
what I think popular music did. I think popular music is a plug into that. I think that 

it's possible in that way. 
Would you let your music be popular, if it started going in that direction f 

How could I do that? 
/ mean if you let it tour. 
I'll tell you, I've toured a lot and I don't like it. I have to do it because the way 

we really make our money is by doing concerts. We don t make much from records, 
and as far as I can tell from talking to other musicians, that s how they make their 
money too. Our economic situation is more similar to jazz than to pop and you can 
find parallels in the jazz world much easier than you can in the world of pop. Jazz 
musicians have to work very hard and they have to do a lot of road woi k, pop music 
is a bit different. There you can do a few big splashy concerts and make enoug 

money to keep everything going. In that case the money comes from t e re 

companies. The difference between someone like Keith Jarrctt and t c g 
Stones is something like a couple million records sold, and personally I m 
both of them. I don't know what Jarrett's sales are, but say he put out a sc _ 
and sells twenty or twenty-five thousand copies. Twenty-five thousan cop 
'ot for a jazz record to sell. You don't make money in a record company un 

over seventy-five thousand. That's why Miles Davis is a bit unusual; c can 
a lot of records. And there are a few other people who can, but famous peop 
Mingus... 

They just get by , u 
They're not making any money, and they're working a lot and they , 

r°ad a lot. I think that's really our situation. I think that we can have large audiences, 
and we do have large audiences, and we can have very supportive a iuciience, 
J* they'll be that kind of audience which is never really a big 

that it will be big enough to support your work. And I think tha 
•°ok for is a certain amount of media exposure, and then peop e wi ^ first  

3re an(l y°ur music will be considered real. I hat was a arge pro feaj 
flve or six years my group was together: just getting people to think 

That's no longer a problem; everyone knows it's real now. Kurt, our eng 
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feels that there is a big popular audience, and he points to the European pop fans. 
The big popular bands acknowledge that they've gotten a lot from me. You see I've 
been to Europe a lot, and Germany was one of the first countries I went to. We're 
very well known in Germany, so when I give a concert in Berlin they come to my 
concerts. And you know, I think that's a natural process. Let's say there's the world 
of pop music and there s the world of concert music. I think that the concert music 
of today isn t the academic music because that music has no relation to the pop mu­
sic. The concert music I m doing has a real relation to the pop music, but I don't 
think anyone would confuse it. In other words, I think that there may be similar is­
sues and there may be similar audiences, which is interesting. For example, the same 
people that go to one of my concerts might well have gone to the Who concert. 
Many of them do. And they'll go to the Who concert and they'll go to my concert 
and for them it s different. It s not a question of what they like better: one is concert 
music and one is pop music. And I think that there is a historical relationship be­
tween popular music and concert music during any period. If you look at it that 
way, then you can ask where this music fits in economically. You can say that it's 
related to pop music in some way, and so there will be a certain amount of spill over. 
But it will always be too serious for a lot of people. We get the audiences now in 
New York of about a thousand. I think that's an awful lot of people. 

It is. It's an awful lot to feel, to be with 
That s one of the things that's changed for us. Our first concerts in New York 

were in 1966 and 1967, and eighty or ninety people would come. For years we were 
relating to audiences of several hundred. And then, just in the last few years it has 

J!" Wa^ UP' 11 s different. I don't know what to really think of it 
^ at e,t.yi|e °Pera too> because we'll be playing in opera houses and 
they say there 11 be about twelve hundred. It's different. 

A different feeling. 

, . different feeling and it takes more out of you. It's interesting. It's actually 
a physical thing. I don't know if it changes the music, or if it changes us. I wonder 
if we were different six or seven years ago. You'd have to ask someone that knew us 

buUdid ^7 itf7m ^ reC°rdS' ' intuitively felt that / would get that answer, Litd 7 'fyOU Tfy Wamed * W 8° t0™d ' t°P»>«r direction. 
and DOD ' WC ^ 3 relatlonshlP ̂  pop music. But I think that concert music 
torid a'Zrent T^r10" t0 * ̂  -en though they can occupy the same 
world at different ends of it, or occupy different positions in it. 

There s a different thing that they do if you're a listener. 

Kurt had 77eYe7 777 tCrmS °f the musical ™"<ent and that's what 

ûTent7  ̂  ̂  ̂ «*... 

I wonder about that. I'm not sure about that rh»t • • u°uc tnat. . . that question is open. 
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Music of the Moment 
by Peter Gordon 

Winter 1975]. You're at a Philip Glass concert in a downtown Manhattan loft. It is 
five-thousand-square-foot space with pillars and speakers in four corners. The 

nusicians and mixing engineer sit in a circle in the center of the room. People sit on 
ushions, lie on their coats or walk around the perimeter. Some dance and a few 
wirl. The music is very loud and noticeably undistorted. The whole room seems to 
esonate. The musicians are playing saxophones, Farfisa organs, and flutes, and one 
ings. Repeating melodic fragments create a rich harmonic texture. The flutes and 
oice select snippets of melody from the composite organ/sax timbre. The music is 
t once static and ever changing. Every few minutes the sound seems to change a bit 
n mood or color. The pulse is the same, the orchestration is the same, the harmony 
s  t h e  s a m e .  M a y b e  s o m e  n e w  m e l o d i e s  e v o l v e d  o r  o t h e r s  d i s a p p e a i  e d  a  s h i  t o t e  
)0dy or turn of the head and the sound changes. You are confronted wit a arg 

joographical or architectural mass. You walk around it, change your point o 
Attention drifts between the large, obvious structure and the increasing y s 
^structures. Recurring events relate to one another like rotating geometric ig 
lres' Strange things happen with your memory. Recollection of events e ^ 
nusic is unimportant: the music has always existed, each change is part o t c 1 
le«" of the piece. You watch your thoughts go through you, leave you, go cy on 
0Urcontrol. You're being drawn inward, where an inner cnci g> < 

iQund. Maybe it's only physical. You lose a sense of time. You ecome aw 
,0Urself, maybe some person nearby moves. Drift off again, ime stoPs' 
he music is over. No cadences, no decrescendo, it stops like it starts, n o' 

Philip Glass makes composed music. Musicians, technicians an a 1 ^ 
!re involved, but the music is the vision of the composer. Phi ip ass ^ ^ 
3.ersona ls the result of his early musical environment and e ucation, ^ 
^ the composer moved in, the cultural climate of post World ar 

Composer's own self-exploration. , « r peabody 
Gl® began studying music at an early age. As a child he stu' * Under_ 

°nservatory in Baltimore and played in numerous commum degree was 

J? Uate years were spent at the University of Chicago an * ™ Bergsma and 
cn from the Juilliard School, where Glass studie wit verything written 

ncent Persichetti. Glass freely admits that his ear y wor teachers. 
Pn°rt01965—was the music of other composers, music modeled after 
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This music was well received among the establishment. Many pieces were published 
and in 1962 the Ford Foundation sent Glass to Pittsburgh where for two years he 
had the opportunity to compose high school band music. This was followed by a 
move to Paris, where Glass studied with Nadia Boulanger, the grand old maestra 
who taught American composers from Aaron Copland to Hollywood's finest. Bou­
langer would insist that a composer be fluent with the art of common practice har­
mony in the style of Johann Sebastian Bach. Glass' music is full of allusions to com­
mon practice harmony. MUSIC in Fifths consists of two lines a perfect fifth apart. The 
upper line articulates the c-g perfect fifth and the lower line articulates the f-cperfect 
fifth. One of the main taboos of Western music from the sixteenth to the nineteenth 
century was movement in parallel fifths because this would overpower all the other 
voice leading, wreaking havoc in a smooth flow. Music in Fifths has no harmonies 
other than parallel fifths. The repetitive structure is used to define the perfect fifth 
melodically and harmonically. This piece is appropriately dedicated to Boulanger, 
the last bastion of common practice harmonic etiquette. 

The repetitive structure is used to define the cadence in later music, beginning 
with Another Look at Harmony (1975). The cadence is traditionally treated as a re­
turn to 01 celebration of the tonic or as a means of modulation for the establishment 
of a new tonic. Glass treats the cadence as an entity for itself. The main theme of 
Harmony is thef-Db-Bbb/A-B-E progression. Both halves of this formula are tra­
ditional cadences, with the Bbb functioning. When there is chord movement, it is as 
if the whole tone of the music shifts arbitrarily to another plateau, which is then also 
sustained. Glass has said that he uses familiar harmony because his pieces are verv 
long (up to four hours) and he wanted the sound to be accessible. 

While in Paris, Glass worked with Ravi Shankar, orchestrating a film score, 
rom Ravi Shankar, Glass first discovered the rhythmic concepts found in Indian 

music. After spending six months in India, Glass went on to study with Alia Rakha, 
an ar s ta a p ayer, in New York. It is from Indian music that Glass learned the 
ltive an su tractive rhythmic structures with their implied counterparts —aug­

mentation and diminuation. Music in Fifths demonstrates Glass' use of these ele-
C fICC^.r^ mac*e UP groups of ascending and descending eighth notes 

within a perfect fifth. The first module (repeated section) is grouped as follows: 4 up 
2 down 4 up 3 down. f f f 

The following module is: 4 up a down 4 up 3 down 4 up 4 down. 
The third module is: 4 up a down 4 up 4 down. 

ch^r^^are I3, "•I4'The musical material is ™tuaiiyun" 
gle eighth note. ' C * 1U°n °r subtractl°n of eighth-note groups, or even a sin-

dMufo"JZehePurtS 3 Tl0g °f GlaSS' rhythmic ^chniques. Each of the in-
S ven lPT e be7 SPTiC rhythmic 

"****• Parts One, Three, Four and 
use divergent and overlapping figures to produce new patterns. Parts Two, 
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Five,Six and Eight explore augmentation and diminution within fixed rhythmic cy­
cles. Part Nine features augmentation harmonically as well as rhythmically. The 
third-, seventh- and sixth-scale degrees are progressively altered. This ornamenta­
tion leads to a highly chromatic texture. The organ line ascends as the melodic minor 
and descends as the harmonic minor. Four simultaneous key systems are thus im­
plied -that of the root, the fifth above, the fifth below and the third of the fifth 
above. The choral music of Einstein on the Beach verbally describes the rhythmic 
process. The libretto is not composed of words, but rather of solfege syllables (do 
remi)and the arithmetical names for the beats. When the pattern is 4-3-2 the singers 
sing"onetwo three four, one two three, one two." I he harmonic structure of Ein-
strin is analogous to the additive/subtractive process. 1 he opera is based on the sc­
ries five chords, four chords, four chords, two chords and one chord. The five-
chord theme is the f minor/E major progression of Another Look at Harmony. The 
four-chord sequence is a rhythmic expansion f-Ey-C-D. 1 he / and C harmonics 
have identical rhythmic patterns, as do the Ey and D harmonies. The three-chord 
sequence sets three key centers (A, e7, By) around a central key of d. Initially, each 
of the key centers has its own rhythmic identity— dotted quarters for A, half notes 
forfl/, and eighth notes fore7. All arc played over a common 6/8 pattern. As the mu 
sic develops, the key centers exchange rhythmic characteristics and the oriDina 
sociations are superseded by an overall texture of harmonies and meters. The t 
cWd sequence is an alternating arpeggiation of a7 and g'. The figures go throug *1 c 
process of rhythmic fragmentation similar to the add i t i ve/subtractive proc 
which small increments of the original figure are added. Initially, both ey cen*/ 
develop equally, retaining a symmetrical relationship. Gradually, they egin to 
feruntil they are totally different, creating an asymmetrical figure. T e two succ^ 
s 'scasymmetrical figures then mirror one another, forming a doub y ong s-v 

ncal W The one-chord music is an *7 harmony undergoing a simple ac 
Process by eighth notes, gradually expanding. Later the figure un ergoes 

Reprocess, returning to the original form. . , p ts 

. * f«™al structure 0f Glass. mus ic up to the last part of Mu.c « Tvdve Artt 
as ecn the succession of similar modules, each repeated for a per 10c o . • 

transformation from one section to the next. The twelvth part of 

Parts is unlike sections because the principal figure is in act harmoni-
^ o n i c  a n d  m e l o d i c  f r a g m e n t s .  E a c h  d e v e l o p s  i n d e p e n d e n t  y ,  t  e  1 m i c a l l y  

y ^ith the introduction of a strong, chromatic bass line, the secon ^ 
11 athlny-two-note figure expanding to two hundred and ourtee f he 

^er Look at Harmony, Glass sought to explore how the evolution ^ 

*** material could become the basis for an overall structure Expan_ 

si0J hanging the momcnt-to-moment experience o ta<" f i tches 
^"-Petition of harmonic gestures, similar to the e a r h e r  treatmcn top 

dModic cells, serve this function. Harmonic entities are allowed to 
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durations vary but no new chords are added once the vocabulary is established. 
Each chordal structure is an entity unto itself, not part of a master harmonic plan. 
In traditional music, a set of chords is seen in relation to an overall harmonic scheme 
or language, each chord having its own implicit weight as determined by the tonal­
ity. Glass allows chords and gestures to exist for themselves, creating an internal res­
onance through expansion and repetition. The "isness" of harmony. The music of 
North Star is a group of pieces each of which is less than four minutes long. Each 
articulates a single rhythmic and harmonic pattern. A harmonic and rhythmic tone 
is established, not a progression, which would imply motivation. 

Glass earliest modular pieces of the mid-sixties would feature two or three mu­
sicians playing figures with different subgroupings of a common meter. An eigh-
teen-beat cycle would be divided into: 5-5-8, 6-6-6, and 9-9. By 1967, the music was 
monophonic (using only octaves and unisons). Emphasis was placed on the rhyth­
mic structure, all of the other parameters remaining minimal. During this period the 
Philip Glass Ensemble performed regularly with original members Dickie Landry, 
Jon Gibson, Art Murphy, Steve Reich and Glass. The sound of the music was de­
fined and was loudly amplified into a single fused timbre. In Music with Changing 
Parts, the orchestration became extremely dense, with winds and voices sustaining 
tones as they appeared in the continuous organ line. As the group became proficient 
with this piece, Glass began to notice how different halls create different counter 
melodies by the combination of the ensemble's sound with the resonance of the hall. 
G ass attention shifted from the formal structure of the music to the phenomenon 
o soun . Glass harmonies are a reinforcement of the overtone series, with many 
octaves and fifths. The ensemble is a mixture of instruments with a predominance 
ot odd harmonics (organs and saxes) and pure-sounding flute and voice. The whistl­
ing me o ICS in t e upper frequencies could be either the combination tones of 
lower organs and reeds or flute lines. In t97. it became clear that a separate sound 
engineer was needed in the ensemble, and Kurt Munkacsi joined the group. 

Munkacsi amplifies the ensemble by using direct-line outputs from the organ 
and close miking (Shure SM!7) for the winds. A Neve mixing board and Altec 
speakers are used with a separate monitoring system for the musicians. A wide 
spectrum is desired so Munkacsi compensates for the ear's preference for mid-
ange by boosting the upper frequencies and the lower organ bass lines. The organ 

winds Th3'" T y COrm dUnng tHe P-formance but Kurt rides gain on the 
Haver* us rb ; 7™*^ of -unds depending on the reeds the 
Into the c„; " 7 PlayCr "thC deMi* °f the P«- voice is blended 
flute s keTar,MST r " t0 ^ the ™P^sion of a lead singer, but the 
monies! TL the purity of the sound (absence of higher har-

act! th 7S F 77 raS miked With Stere° P-s of microphones, pan-
music is different 7 r ensemble plays in has different acoustics, so the 
music different from performance to performance. The reverberation time; of the 
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hall vary as do the locations of the nodes in the standing waves. The upper frequen­

cies are especially susceptible to differences in the material of the wall because of the 

shorter wavelengths. A curtain may absorb a high frequency and reflect the lower 

one. A lighting fixture or a picture frame may not affect the bass tones, but reflect 

the upper partials. This creates variability in one's perception of the upper frequen­

cies, depending on the location of the listener in the hall. 

The Philip Glass Ensemble is an economic unit. The musicians make much of 

their livelihood from their activities with the group. Performing Artservices man­

ages the business affairs of the group, so the musicians have the benefits of working 

forapayroll. It is rare for a composer of contemporary music to maintain a working 

band for as long as Glass has, almost ten years. It has generally been the practice for 

composers to write works for different combinations of instruments, often for a 

specific performance. Because of the ensemble Glass has been able to write music 

that takes a great deal of time to be learned, and the music is properly realized under 

his supervision. Glass does not allow other musicians to play his scores because a 

correct performance could not be assured and, perhaps more importantly, it would 

take away paying gigs for Glass' ensemble. Glass is representative of the new group 

of composer/performers who compose and perform their own work. Glass has cho­

sen not to teach at colleges or music schools to support himself. While writing Music 

in Twelve Parts he worked as a plumber, taxi driver and assistant to sculptor Rich 

ardSerra. Glass has now reached the point where he is able to support himself com 

Posing music. In the same manner that some performing groups are cooperatives, 

the Philip Glass Ensemble is a small business. . 
To be a composer is to be concerned with time. Composers have stretc c ti , 

shrunk it and made us oblivious to its passage. In the early fifties, John Cage s to 

that music could be pure time with 4 '33 "• The writings of Stockhausen and the se­

xists equated sound with time. Pitch is an aspect of frequency whic i is an asp 
of time. Warhol's films Empire and Sleep challenged the cinematic compression o 
t lme bT letting the film last as long as the real experience would. American cu u 

^ e n t  t h r o u g h  a  r e e v a l u a t i o n  o f  t i m e .  E v e r  s i n c e  r a d i o ,  a n d  p a r t i c u  a r y  s  
Ve '°Pmentof television, the contrast between clock time, which is t e t 

perience in our workaday lives, and a more subjective psycho ogica t f  

s;r°ngly felt. Entertainment shows create this contrast with their ten, 1 

S minute blocks of time divided by short commercial breaks, wi 
arn°unts of information coming across at varying rates. Disc jockeys and ne 

^constantly tell the listener what the clock on the studio wall says. E ectro ^ ̂  
11 8 '""ant news about what is happening in Hungary or letna ^ 

®°°n- The atomic bomb and the cold war brought on the possibility 

t* minutes the entire population of the world could be annthdated. W.th 

^nd LSD, people regularly experience Hindu gurus, Ti-
1 a growing interest in Eastern thought and sp 

Escape with Philip Glass 
75 



betan Buddhist monks and Japanese and Korean Zen masters have large and de­
voted American followings. Composers did not ignore this change in society and 
were often prominent. Composers such as Pauline Oliveros, La Monte Young, Phil 
Corner, Rhys Chatham and Charlemagne Palestine wrote music featuring very 
slow, almost unchanging sounds or events. It was during this period that Glass 
reached his musical maturity. 

Glass music is music of the moment. Classical music is an inherently hierarchi­
cal and narrative structure. The dominant ultimately leads to the tonic, with elabo­
ration in between. Romantic composers prolonged the process through chord sub­
stitutions and modulation but ultimately could be reduced to what Heinrich Schen-
ker called urlinie, or line drives. Serial composers tried to evade this hierarchy by 
making each pitch equally important and placing emphasis on the intervalli'c 
weig ts of the tone row. The serial structure, however, had to be unfolded through 
parametral transformations, with the intelligence of the piece being gleaned 
through an accumulative experience. With music of the moment, however, the con­
cern is not with the unfolding of a narrative or the accumulation of parts, but with 
the moment-to-moment experience of the music. Each of the modules in Glass' mu-

A f6 TL ' ' anatory* There is no preparation for or anticipation of subsequent 
U CS .r°U^ ^P61 '^00 ' the listener is drawn into the sound without being 

given a specific path to follow. The rich sonority and polylinearity offer numerous 
options for the listener. The listener structures the linear unfolding of the piece. 
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"With and without a purpose" 

I think we should start talking again about emotions in music. That seems to be oc­
cupying all of my mind these days. It's so obviously there, whether I put it in or whe­
ther I doit on purpose, and I'm wondering how it gets in. It seems to be that if it's 
there, and if your music is say, sad, you can perceive it as sad even though sad is sort 
of a vague idea. And if you can perceive it as sad, then you must put the sadness in. 
And if it surprises you that it's there, it's just because you're not paying attention to 
that area of your work, you know, of your mind. 

^ou mean you want me to talk about that? 
Yes. 
When you were asking the question, it struck me that, this isn t a trick answer, 

hutit's as if thinking about putting it in would be wrong, at least for me. If I thought 
about putting an emotional feeling in, it wouldn't be right for me. The piece would 
be wrong. 

Is that basically taboo in your work ? 
Perhaps. But you could look at it this way, that in whatever a person is doing, 

'bere s a feeling about it isn't there? When I see anybody do anything there s an 
emotional feeling. I think of it that way, and I don't know whether I'm answering 
)°urquestion, but it's like we said before, if I'm asked to do a sound track or a piece 
'orsomeone—I'm thinking specifically of Viola Farber for whom I'm often asked 
t0suPply with some kind of sound for her dancing-and if she says, or I feel, there s 
** kind of feeling there that I have to match or supply her with, I invariably fai . 
Pj not true for me to do that, okay? Now what I do instead is to make pieces a out 
naM acoustical phenomena. The way sounds act; the way sounds are. Peop e w o 
°nt like what I do would say that I'm doing experiments that any physicist can 

"ght? Scientific experiments. The brain-wave piece is really not muc i mor1 

41QG situation that is carried on every day all over the world. In that sense i 
EHG, sensing the brain waves. But when you do an EEG on somebody, you 

a m e a n  i t ' s  in a hospital, and the people who do those things on tea 
Ration; they care about the results. Something's wrong with s°mebodyand 
JU'vehim an EEG. They pass by the doing. And they do it right, but 

d» J.fact that they do it and in what the human situation of thatperson who s 
SieEEG is. So I just think of it a s  a  piece  of art. In that sense I m putting in 

^ n8 that's already there. It's already a very touching situation or p 
'".isn't it?To be having an EEG is a very touching situation. And since we don 
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have God anymore, or at least I don't, or have those things that other cultures have, 
we have things that you don't know from external observations. You can observe a 
person who has an epileptic fit from the EEG and think that it's epilepsy or some­
thing else, but you really want to know from another source. The EEG is a wonder­
ful tool—and not that I'm dealing with raising tools to make them do something 
they don t do. You see, when I first did that piece, I didn't take it very far techni­
cally. I wasn t really interested in biofeedback and the technology. I mean, if some­
one asked me technologically about it, I really didn't care much. What I cared more 
about was the feeling of the person in that particular situation, okay? The person sit­
ting there without having to make a single muscular motion, yet showing something 
that you cannot observe from the outside. It's a very intimate situation, don't you 
think? I mean it s technology, and all this stupidity about technology being an en­
emy is absurd. It isn t at all; it's a tool. Technology is one tool after the other, and 
it's no better or no worse than any other tool. I took that feeling in the EEG out of 
a context where they're not interested in the feeling. They're interested in the phys­
ical facts of what brain waves are, and I really didn't care what the brain waves were. 
People began asking, are they this or are they that, and I just never had the answer. 
Other composers who did the brain wave piece after I did were more interested in 
that. 

Were more interested in the answer. 
In the technological biology. I really wasn't interested in biology. I was inter­

ested in the fact that our brains have to have an electrical charge in there; that we 
have it right in our heads. 

[We are talking to each other during a performance of Lucier's Outlines of Per­
sons and Things.] 

Well, what I meant was that, for instance, when I was standing in a certain 
p ace over there—I realized that the situation of me listening to those high fre­
quencies of Outlines created a feeling of deja-vu, and I'd been thinking recently 
about making people have deja-vu as a musical experience. And then when I was 
SLfH tCTC ̂  was ̂ avlnZ deja-vu and thinking that perhaps it was a characteristic 
that high frequencies have about them, and that 1 had been thinking so hard about 
making a piece of music that gave people deja-vu that I had succeeded. In other 
words, inadvertently, having thought about that for so long, it had solved itself in a 
camouflaged situation to the point where people who are watching the video tape 
and hearing those  h igh frequencies  would  have  deja-vu .  And so that  means  that ,  
sucoceded in my intentions which are not evil intentions at all. Like your research. 1 
wasthink,n,, hat maybe that's a kind of exp'oratio nyou'redoiing without admitting 

tts7ndId°lVh fT "'ryS deSmhmg " m »»»*» theatrical 
terms and / don t think that what I hear sounds like that 

This pieceTsTb "fdT verT honestly ̂ out the choices of the sounds, 
piece is about dtffract.on: objects opaque to sound. The sounds bounce around 
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the object and they change; there's a phase change and an amplitude change. And 
the rule is, the higher the sound in relation to the size of the object, the better the 
result is. So when I first tuned these oscillators, I had them at the highest possible 
audible sound. But I didn't like it, so I brought them down to the pitches that they 
are now because it reminded me of those insects in August. 

Cicadas? 
Yes, but without the particular shape of their sound. You know, the shape of that 

sound which sort of rises and falls. This is if you caught one, at one moment, and 
you didn't let it rise or fall. So in a sense I made a choice against the best operation 
of the piece, because it gave me that kind of feeling. So I'm dealing with that. 

Your music always has a feeling for me. Every piece has a particular feeling. 1 
thought it would he interesting if you could identify the point where you project that 
particular thing into your actions. It seems like you could do it without calling it 
something that you've made. 

You mean do I do this in everyday life? 
Yes. 

Maybe. But I think of my pieces as the clearest most intense examples of feelings. 
I don't know if it's feelings, but qualities that 1 find that I like. Does that make any 
sense.' I try to distill these ideas and present them in their purest form. Let s take 
this piece here [the performance of Outlines of Persons and 7 hings]; you have to say 
that sounds diffract in everyday life all the time. Whenever you move and hear 
something, in a sense the sound is bounding around you; it's diffracting around you. 

the complexity of the kind of a life that you lead, and the kind of sounds that 
cxist stop you from perceiving that. Sounds are too complicated in everyday life. 
speech, sounds of automobiles, sounds of storms, things like that, are too compli 
iated for you to perceive them bounding around yourself or objects. So I try to fin 
|c 'ear, technical way of presenting them by using pure sine waves coming out o 
loudspeakers that I can control. I can put the loudspeakers where I want; I can tune 
| bounds where I want, and get that beautiful diffraction as optimally as possi e 

151'ke distilling; making pure those things that happen anyway, but that y ou 
Perceive because they're too complicated. , 

h's also stopping people in their tracks so that they can pay attention to thatpne-
n°menon which they otherwise don't pay any attention to or they m.ss. I don 

"as just an exercise in perception. You know, that wouldn't interest me o 
s s°rt of a dead end. Instead it's putting people tn a beaut,ful relauonsh.p to 

0se phenomena. 
I agree. , , 

A 's°, the phenomena don't have any cultural boundaries; you knowjv 
^instance, sounds diffract the same way here as they do .n Ind*a whereas 

»l fc of Wia and our music are very different. There areboundane ry^ 
erc e 'se, stylistic boundaries. But there are no boundaries in the ac 
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diffract, or that echos are made, or that standing waves occur. Also, the way I work, 
without sounding too pretentious, is what happens after print. Now, I don't want 
to get into that kind of a thing, but it seems as if before language and before writing, 
that a lot of music from other cultures was more similar to the way mine is right 
now. Do you know what I mean? I think that when the gamelan started, what they 
were doing with their gongs and their bells was sounding out the environment they 
were in. I think they were interested in reverberation and the sense of time that a 
sound in space would have. Then when things got more civilized, they began to 
structure that; they began to spoil that, and put it into particular layers. And the end 
of that seems to me to be post-serial composition. 

We were talking about up and downness. 
Well, Webern, Schoenberg, and post-serialism are so connected with print, so 

connected with writing notes. And if you don't write in notes you get off the page. 
You re not thinking on a page, and if you're not thinking on a page, you might not 
think in two dimensions. 

When you write, it s in two dimensions, and sound is not two-dimensional, as 
we discussed earlier. Sound radiates everywhere, all over the place. But most of the 
music we know is conceived on the page, two dimensionally. Okay? Now if I'm not 
t in ing about that and if I m not composing on the page and I really love sound, I 

egin to hear it as it is, which is a three-dimensional action. And as I was saying to 
you, my impulses are to be inspired. I mean I'm inspired by situations in which I'm 
a e to use sound that makes you see that particular way. The sounds here are 

ouncing around us and Susan and Anne and that object. I'm interested in that. 
act t at we ve put it together this way, doing that and a person scanning 

a canoe, presents all kinds of images and kinds of feelings and that's what you're 
asking me about, but that's what's hardest for me to touch. 

d°n i SOUnd much; there's not much there. A sound bounces 
sound ' d^k ^ °l ^ makes a P^ase change because you hear the direct 
fast a d the ddayed sound and » fet delay. It's just very very 
fast and very small. So as a thing to pay attention to. compared to a cliJx in a 

event oc , " T, Wh°'e is doinS """thing that 
events^hat are ' ** t  ̂  ̂  tHe danCers and a™her J*™" to make 
~ w ry Sma"-1 1 haVC 3 Str°n8 fedi"S ̂ out small events. The bra.n 
alpha is a verv smaM eff ' '° m the sense th" -hile the turning on and off of the 

ventional because thaT^^Ta!^" ̂  ̂  ̂  WhicH * C°n~ 

Oh, I see what yo^mean.^^ " ̂  3 ̂  SmaI ' eff°n Produces a Iarge effect-

busi^fesCs°UrSe 3 Plan° "S a" amphfier to°- 1 mean the sounding board and all that 
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In one way art has always been dealing with a state that you find yourself in. 
Here we are! born in this time, and these things are here. The EEG was here without 
me doing anything about it. See, I don't think of technology as technology. I think 
of it as landscape. We're born and brought up in a landscape and there's not much 
I can do about the fact that there are EEG amplifiers. I mean you could hardly pass 
a law ending it, right? There's nothing I can do to invent it or to make it go away. 
So I see it as a landscape. If you worked in a medical center EEG would be just like 
a tree; it's what you see every day. And it's touching: a composer in the nineteenth 
century or in another century is talking about the landscape that he's in; the trees 
and the poetry—and I'm just doing that. I'm doing a very very simple thing it seems. 

I wonder how fine are the perceptual values we're able to deal with. Do you 
know what I mean? For instance, how small or how fast a sound can you perceive, 

and is that perception cultural? I feel perfectly at ease making a piece with very short 
sounds—I don't mean short in time, but consisting of a particular wave length with­

out any idea of contrast or lull or big changes in volume. And I wonder how small 

the changes are that we're willing to accept. Do you know what I mean? 
Yes. Could we talk a little bit about the idea of making things that make people 

Mgood? I feel very strongly that you We trying to do something that makes people 
feelgood. Don't you think of it as being sort of new? You could say, well, ten years 
ai°l didn't think that, or a hundred years ago I didn't think that, or whatever, but 
dght now you're unconsciously, in everything you do, trying to make people feci 
good? Do you know what I mean? Or don't you feel thatf 

1 feel that, definitely. I guess being a teacher—you know I spend so much time 
doing that—I think about the pieces I make as instructive on one particular level. 
Diffraction, echos, brain waves, different things, you know—most people arc not 

aware that these things occur. And I suppose if they know those, if they understan 
lhose, they're experienced on that kind of a level. I suppose when you make a piece, 

you imagine it as a visionary model of how society could be, you know, without go-
ln8 into political action. I mean, I avoid political action. There might be something 

^r°ng in that, but it seems that the people in most of mv pieces can be an) 
Th«'s an old idea that we have isn't it-that you don't need a virtuoso. 

Or trained people. 
^ ou don't need trained people, you know, so anybody can get in. 

Anybody can make the music. ,, T ct :r 

Vbody can make the music, which is a wonderful thing. And usually I stag m 

|° th" the actions of the performers are not ugly. I try not to make the players p 

™i° grotesque situations. 
lSlsn 1 grotesque—what we're doing now. r»kv«iral 

ot at all. There was a wonderful cellist here the other day, b P ^ 
Ull«y of that performance was sort of grotesque. It was an extens.on of what ce 

btS Usnally do, you know. 1 think a lot of the music of Schoenberg and the post 
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serialists is like a distortion of what those acoustical instruments are meant to do. 
To me, a lot of the music that is made shouldn't be made by those instruments. 
You re asking a player to be grotesque, so when you get into electronics of course, 
you don t have to deal with that. Do you know what I mean? You're trying to do 
something with instruments that should not be done-the echo piece [Vespers, 
1968], for instance, where four players are using echos to guide themselves. One of 
the crucial ideas in the piece, outside of the fact that you have to hear the echos that 
bounce off the environment, is that you don't make personal decisions about tempo, 
density or structure. You don't improvise, you're not expressing. Whenever players 
do that in that piece it s always a glaring mistake. They do things that arc much bet­
ter done in other music. So in that piece I try to make the players connect in a har­
monious relationship through that physical quality of what echos do, and I ask them 
not to interfere with that. Okay? So I try to make pieces that are models of what a 
visionary social institution might be. Does that make sense? 

Do you think of yourself-this is a hard one to ask-but do you think of yourself 
as having a problem communicating the intentions of what you're doing to other 
people, I mean, do you expect other people to do your music* 

Yes. I m always shocked that people still think the way they do about certain 
things. Particularly Americans. You know our trouble with an inferiority complex 
about our own work. I went to the West last summer, to Denver, and I met a man 
who was the president of the Denver Symphony. He was delighted that they'd just 

uilt an auditorium. But he was afraid because the architect had built a round audi­
torium or something round; it was circular. And he said to me, well you're a profes­
sor of music, don't the brass and the woodwinds have to sit in a straight line? Isn't 
a round room bad? And I said, well, it might be bad for them, but it's not bad for 
the music I do. He said, what do you mean? And I just started talking to him and I 
J gave him an idea. You know we were just in Bonn, right? You and David and I 
were pist in the city of Bonn, and you know who was born there? 

Who was born there? I don t know as a matter of fact-oh, Beethoven. 

a place as rprin^ield0^^^^^!1 '61 '1,  ̂  "? 1  ̂  ̂ ab°UtinterCSting 

Beethoven came front a place ,ike SpringLTrî  ' """ 
Or Somerville... 
We all come from places like that- T .\ «. , • , . , 

fetched nr inmn^; ki l " 1 §ave him the idea that it's not far-

was born in Bonn,'what could lTr>HUid pr°duCe Beethoven. I mean, Beethoven 

concert hall and it never entered hi/ ' d T" ™Sed a Iot of money for that 

the recreation of the music of Beeth " v " ^ ̂  SomethinS other tha" 
ing that most AmeriZit  ̂  ̂̂  ̂  
that, you know, Bonn is a wonderful town " "°W ' SUPP°Se '  ̂  8 

Or that Beethoven is some wonderful composer. 
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Bonn has an Italian restaurant. It's the best place to eat, right? It s like Spring-

field. . , 
I had to give a talk the other day about electronic music, what I was doing, and 

you know most people are scared. They come into the studio and they're scared 
when they see an amplifier. They still think of it as hostile, and it's their tool. It's 
their tool more than anything else. I mean it's more natural. They use amplifiers 
more than they use flutes in their life, you know-to regulate the telephone. And I 
just explained to them that I was doing that also and that they shouldn't be afraid. 

I asked Pauline if she thought that that music was about being afraid. 

What, you mean old music? 
Yes, that music of a certain period is about anxiety, or that it's about being afraid, 

you know. 
People don't like to see things just as they are. They have such misconceptions 

about what you're doing, and actually sometimes it's like the simplest thing in t e 
world. It's the language that they know. But they want to talk someone else s lan­
guage. I'm not complaining. I'm sure things were always this way, but that s e 
only problem that I've got. 1 have no problems about my art. It ,ust keeps opening 

up and I have things to do. 

LTatonderful experience with the echolocation piece [Vespers, „68], which 
I used to think was difficult to call a piece of music. I could see where somebody 
would say those pulse sounds, those echos, are just not a piece of music that you d 
want to listen to. And when I went out to San Francisco last year I was interviewed 

on the radio. What's that station, you know? 

KPFA. And the person that had the program signed on and off withthe pof 
that piece. And I said, now, wait a minute, you're just doing it because and 
she said, no, I sign on with that. I said, you mean people will tune in on » J 
and that is Lhat they hear and they don't immediately turn *e rad-o o f? And h 
said no. And I said, well, what other kind of music do you p ay? She said he plays 
Indian music, Chinese music, sound, the language of the wolves, the whales ... So 

you see, it isn't all bad. 
I didn't say it was bad. . } 

See, what I'm doing here is rather like my art, isn t it. 

What we're doing right at this moment? manv peo-
Yes, and the whole physical quality of this sport [flyYishmg],^^ 

pie just love, right? The loops, the motion, the physical motion 

resistance. 
It's sort of light-hearted, too. , mv senses. You 
It's light-hearted, but when I do this hour after our 1 Families of Hy-

know, the standing wave piece [Still and Moving Lines of Silence 
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perbolas, 1973/74] 1S exactly this piece here [fly-fishing]. It's exactly what you see 
when you re on a stream, or on a pond. You know the first picture about the nature 
of sound in those acoustical books is a pebble in a pond. They show the photograph 
of how the surface of the pond radiates outward when you put in a pebble. And if 
you drop another one in and those waves interfere with each other, you have exactly 
this kind of thing. So for me, it's just an extension; it's sort of a light-hearted, as you 
said, extension of that. The loops that I make are never the same, but the action is. 
You try to make it the same, but each loop is slightly different. 

Ob, you actually try to make it the same ? 

No, but you do the same thing. But you know you can see the way the line falls 
is always slightly different and you can pay attention to that, and I think all the men 
that you meet on the streams are just doing this. They just love to do this; they love 
just to see these simple laws of nature. The change of light, the change of the volume 
in the stream, the way sound diffracts around the rock. I know I'm making it sound 
1 e something that maybe it isn t, but it's the same thing. I expect the easiest thing 

tor anybody who does these things to understand is the kind of music I do. I should 
think it would be easier than to understand some piece that was composed in 1880, 

which ,s about when human beings perceived things differently and acted differ­
ently I should think people could understand our kind of music much easier. 

ay I ve been thinking about the idea that it would be important if you, from 
your experience could describe the feeling that you get when you've decided you've 
,ust made something apart from yourself- made a piece of art or something like that 
If you could describe that feeling, if you could describe that moment-as if you went 
o a foreign landscape as ifyou went to someplace that no one else had ever been and 

seem?,t u Tlhed thatPl««-ifyo" could describe that moment, then it 
JZ fl, pe

°/ f 
have that same 

e*P™nce if anybody were to ever 
watch what were doing right this minute [fly-fishing]. 

thatWhv 5 hTduSt thinS iSn,t k? 1 COuU give y°u a trick a"^r and say, well 
Do vo " C P'eCe' beCaUSe y°U Can,t those feelings. 
Uo y°u thlnk anyone can answer that> 

yZ dolt'tyfee\ " 1 Z°hlTtWn- At least * « « obligation. 
elegant'meaning Z ^ I ™ dealmg w,th ac°ustical things, I try to get the most 
S oTsZhfifr P T ̂  °f eXeCUti0n' A"d When there's a 
About strain! to ' 3 kmd °f PU"f^ing akout that feeling. 

know? It has to do wuh pracdcal mau^ S'TpleSt configuration that Y™ «n, you 
a space That's kind of 11 ^ ° Presentln8 tke music on the stage or in 

lems to b^l ed th £'2 Z ^^ ^ 
'fs like alcohol; I F J Z Y  plZZl ^ 

transparent, you know. It's like a wonderful HnTofgm ^ diStilkd' 
That s funny to say for someone that doesn't drink any more. 
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Have you ever noticed, at the moment when you can identify that you're creating 
something, that previous to that, you were ou t of balance or you were sick t 

I don't ever feel well until I ... I feel better doing the piece. 
It increases too. You feel less and less well until you start feeling well. 
Yes. Right, right. I'm sure it's anxiety and doubt and all those things and just not 

having gotten there yet. And then when you do, you feel good when you've made 
something. Like you've staved something off, stopped time. I don't mean stopped 
time. It's like an activity without a purpose-with and without a purpose. 

What without a purpose f 
An activity. 
But what did you say the second time ? 
With and without a purpose. 
With and without. , . 
You don't have to have it on one level, you know, in one way But something 

demands you to do it. No, I don't think that's right. I think it's to clarify an to im 
prove your everyday life. You know, you improve your everyday life and you hope 

you improve other people's everyday life. 
I know what you mean. 
That's not bad! 
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Stretching Our Imagination 
by Jill Kroesen 

Something triggers (inspires) Lucier, he becomes aware of (discovers) an acoustical 
or acoustically related phenomenon, becomes energized by a reason to explore that 
phenomenon, works out a performance situation (set-up) which will best empha­
size (single out) or amplify that phenomenon and thereby allow it to reveal its par­
ticular properties (characteristics) to an otherwise unfamiliar audience. All of this is 
done in a spirit of a search for magic (the unknown) or a religious rite. He composes 
his pieces like scientific explorations, but unlike a scientific experiment which tries 
to prove a hypothesis (trying to prove something which can already be imagined), 

ucier finds out about some phenomenon, then goes about finding a way to let the 
phenomenon reveal itself and thereby uncovers possibilities for further experimen­
tation which we might not have imagined in the first place. "What 1 am trying to get 

is there shouldn t be any difference between science and art and that even the 
lnaryJ 'ngS,° ""yday, you know, that you do everyday, are really quite 

extraordinary But the difference described above does separate his work which is 

bus' C k°m T lnaT sc 'ent '^c experimcntation and puts him in the same 
business with the truly creative scientist. 

maindeminT COmp°Sed.aCLCordinS to basically the same pattern. There are seven 
Tar of CO Tb WhlCh r SOmeWhat -^changeable. Each element is a ma-
the reason forT™ h ^ 'iT lnspirat,on>the phenomenon he is working with, 
h rut that f 7 TCe'the Set"UP that he deviscs to —1 <ha' phenomenon, 

make clear how Lucier's "exLrWms" ' P°im 1 W°U'd 'ike 10 

the fact that he is An I' • l ^ t0 1 cornP°sition of music besides 

ogy b t^een th se e 8 " Sounds'1 ^ an anal-
rlnra~~ M 6 e'ememS traditi0Ml compos'tion. The inspi-
by Lucier s pan cu ar " aS'" ^ th°U6h 1 haVe t0 sa? that 1 am 

same son Is ZT ̂  ̂  S° The ^ » ak° the 

it was their job and/or be composltlon: most composers wrote because 
Lucier's wolk he Say7that hT S°me FT"*" ̂  imereSted them'ln ^ «" °f 

melodic material and its subsequent^! '^l " analogous to a eomposer working out 
acoustically related phenomcn u ^ °pment' ls 'he study of the acoustical or 
poser might study a melodicTdeato 'w ̂  ph~™ "ke another com-

tdea to see what he can find in it. The actual composing 
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of the material note by note, however, in Lucier's case is done by the phenomenon 
itself. The set-up in Lucier's pieces could be analogous to the form used for tradi­
tional composition, that is the sonata form, the fugue, et cetera. The input which 
Alvindevises to best work with the set-up is analogous to pitches used in traditional 
composition. In this century we seem to have broadened the unit with which one 
composes, from pitches as the smallest unit to whole pieces of previously composed 
music as the smallest unit (as in Lucier's The Reorchestration of the Opera "Benve-
nuto Cellini," by Hector Berlioz.) The result of Lucier's pieces is analogous to the 
realization of the work in a traditional situation. I he implications are the same as in 
any art form in regard to what element in the process it is —the thoughts which the 
piece evokes from the audience and participants as well as whatever possibilities that 

the work may have opened up. 
In the past the several art forms, music, painting, sculpture, writing, et cetera, 

were considered separate, but these separations are no longer particularly meaning­
ful in any other way but in describing the predominant medium the work is mam 
festedin. Thought and form are borrowed from one discipline and used in another. 
This is the case in the scientific community as well as the artistic community, for ex 
ample in the brilliant work done by psycho-historians. Lucicr visualizes music, he 
'ties to bring out its three-dimensionality— the form it makes in space and a t e 
consequences thereof (sound does, after all, occur in space, a little-explore 
Robert Ashley seems to make complicated static portraits with sound and images, 
borial art has brought musical parameters to visual art, though there isn t any » 
'n that field at press time that is significant musically. The author of this artic 
P°ses theater. 

Starting from the last one, I will discuss the elements of Lucicr s muS1C S^\_ 
rate ')'-In Lucier's work there is heavy emphasis on the implications. Lucicr 1 
, lc 'He says: "I sort of wanted the players to learn something. T e imp ica 1 _ 
"sually what the audience and performers are supposed to learn rom . •£ 
W 1 they actually learn from the piece as well as what they cou ea™ , int &t 

'fiece were to be explored and/or practiced more. Most of Lucier s pi 
*1 s*nd knowledge which humans may be looking forwar t0 l" ̂  asensory 

n greater awareness of the five senses and the development 
percePtion]. After each piece has been performed, he writes he fin ^ 
plece- which is a much broadened version of what actually appen ^ tj lose 

!ance °f the piece. He sometimes asks for impossible things in t e chJng our 

lnSswill come true. He gets very conceptual at this stage, t ere ^ ̂  
.^nation. For 7 am sitting in a room " one is supposed to ^ therefore 

t0 perceive the characteristics of the room one spea s in. :ven room, et 
re easily find the spots which our voice sounds the best in, 1 sounds are the 
ra- For Gentle Fire one is supposed to learn that in unp eas ^ jeeper 
Pertles of elements of a pleasant sound, so that one can he 
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and more tolerant way. In The Queen of the South one can go toward being able to 
see as well as hear a sound —to know what kind of physical reaction you are causing 
in the air when you make a sound. In Still and Moving Lines of Silence in Families 
of Hyperbolas, he takes this step further and suggests that we can not only learn to 
know what the geography of the sound we make is, but that we can control the 
sound to make the desired geography. He suggests making multiple silhouettes of 
the shape of someone's body with the use of standing waves. 

1 he results or the actual sound or perceptions that are possible from the music 
of Lucier very often involve being able to see how sounds behave. It is often the 
transference of a perception from one medium (the usual one) to another which al­
lows for awareness of something not usually perceived. In The Queen of the South 
we actually see granular material shifting in different patterns from the effects of the 
sound waves vibrating the base on which the granular material is strewn. In Still and 
Moving Lines of Silence in Families of Hyperbolas, one is made aware of where in 
space silences might occur when sound waves cancel each other out and what pat­
terns arc made when sounds which are slightly out of tune interact in space. In Bird 
and Person Dymng you are able to hear what someone else hears because of the use 
of binaural microphones. The performer wears these and therefore the sound which 
goes from the tiny microphone near each ear to the amplification system is a simu­
lation of what the performer is actually hearing. One of his pieces, Quasimodo the 
Great Lover serves as a sound telescope. Because of the sound telescope one can 
hear sounds from greater distances through the acoustical space than we can hear 
with our naked ear. Lucier's brain wave piece, Music for Solo Performer, is a sound 
microscope, we can hear otherwise undetectable alpha wave activity. In other 
words, the audience is hearing or seeing things which we cannot hear or see with our 
naked ears or eyes, or have not as yet learned to perceive. The works from 1966 to 
1974, all seem to necessitate perceiving the phenomenon in order to experience the 
art in the piece. The art was the revelation of the phenomenon. It appears that in the 
°r S Tl. I^I\> t0 *977—such as Outlines, Bird and Person Dyning, the wire 

^ TIT" L 1 a?1C P'cce~~t'1e revelation of the phenomenon is used to create the 
oug t ep enomcnon is still composing the music, there is plenty of art in 

the results without ever grasping the understanding of what the phenomenon in 
quest,on ts-though the revelation of the phenomenon is still there and is in fact 
caustng art as well as be.ng art. The emphasis has switched. I did in fact witness Lu-

and t7e nh8 S'°nS!" 3 rehearsal f°r 3 C°ncert which ™Sht the music better 
of growth en0mcn0n ess aPParent- He is breaking his previous rules, a definite sign 

The inputs that he utilizes or devises to activate the systems generally involve 

a n pIZsm ° 7h ̂  f"8 Whlch ^ ™»<d though cer-
are sk lis wh, h T ul" The Skilk "eeded to Perf°™ his pieces 

s Wh"h » one probably would have developed before perform,ng ,n that 
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particular piece. Lucier, among other things, in his work devises new skills for per­
formers or anyone to develop. The input is not something which is improvised or 
worked out to be of interest in itself, but to serve only as an instrument to clarify 
the phenomenon (though the doing of it will most likely be interesting in itself.) For 
Quasimodo the Great Lover the players are supposed to pick the sound which will 
best reveal the acoustics of the spaces through which that sound is going to travel. 
That sound is then subjected to objective changes. The parameters of the sound are 
changed one at a time, and each parameter should be changed gradually in sweeps. 
This of course should not involve any improvising on the part of the performer in 
order to make the input interesting in itself, because if it were, it would only detract 
from the workings of the phenomenon in question. I call this way of working pas­
sive constructivism," which describes the kind of artist that Lucier and certain other 
people are—anticipating the maturing of the culture of mankind into adulthood. 
The performers act in a passive-constructive manner as instructed by Lucier, as he 
has asked himself to act when devising the set-up which will reveal the phenome­
non. In Vespers, performers click Sondols to find their way through a space and aie 
not supposed to make any sounds just to be interesting. The inputs are generally e 
scribed in terms of the task which is to be performed. There is the task —the tas is 
to be performed and that is all. The correct performance of the task devised will pro­

duce the desired input. 
Lucier's act of composition lies in the study of the phenomenon an t ic vis o 

which accompanies that study. The set-ups use electronic technology, the techno -
ogy of sound to reveal the phenomenon. He devises sound telescopes, micros p 
etcetera. He composes the use of technology, as I said, in a passive construe 
way. He is not exercising his will upon the phenomenon, but not Jetting it le o is 
use either. He uses this technology as a tool and not like a toy (w ic ias een 

characterized especially the use of synthesizers since their devc opment 
of the arts in the Western world in the past hundred years has been such that most 

people pursuing the arts treat the making of art in the same way a ltt e oy 
play with a toy. The search for truth has not always accompanie t e ma 
recently (Bach for instance discovered much truth about the mechanics o 
ics). I am not saying that there is anything wrong with treaung the ^mgofart.n 

this way, but I am somewhat convinced that as a very long era, toy ar 

and the search for truth will become a necessary endeavor for those p ^ 
will use the word artist as a description of themselves. Lucier is an exan p ^ 

trend of adherence to feminine principals rather than mascu ine pi en wqj 
entist-feminine, as opposed to the creator-masculine. I donit mean , • 
rule the art world, but that as every person has feminine and mascuhne hormonesin 

them and has been exposed to both sexes psychologies* y, i: nQW has too 

to dominate for a while (after all, it's about time isn t 1 .) ^ ̂  
much fantasy-based goings-on (something which was neede ver. 
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time) and the world has had an almost lethal overdose. Getting back to our story... 
In regard to Hartford Memory Space Lucier says: "So the tape for me was a substi­
tute for using your brain to remember something." He also says that he wants to use 
electronics to help touch people. "I want to use the electronic part simply as a par­
ticular means to touch people." As far as synthesizers go, he uses them to transform 
sounds, something which is a real value of the synthesizer since such things cannot 
be done acoustically without great expense (like the defense budget). Were you to 
try to transform the sound of a clarinet to the sound of an oboe acoustically you 
would have to build a room which would take a billion engineers, lots of materials, 
and many construction workers. The Duke of York and Gentle Fire both employ 
the synthesizer in the same manner described above. Many of the set-ups are basi­
cally amplification-system variations. Amplification systems allow us to hear more 
sounds as well as place sounds in some other places than where they are made. In "I 
am sitting in a room," tape recorders are added to the basic amplification system and 
used strictly for memory purposes. The input is taped and played again in the space 
and taped again from the air through a microphone. In Still and Moving Lines of Si­
lence in Families of Hyperbolas, a few drums placed around the space are added to 
the amplification system. In this case the placement of the speakers is crucial as it is 
in Quasimodo the Great Lover, where there is a series of amplification systems. In 
some pieces he uses only pre-electric technology, as in Chambers and one section of 
Hartford Memory Space, where the set-up is basically acoustic and still very simple. 
In Vespers and Chambers, environments large and small are the important elements 
of the set-up. In Hartford Memory Space, the old, pre-electric human brain (which 
isn t exactly non-electric as Lucier has pointed out in Music for Solo Performer) 
a ong with some acoustical instruments is the basic set-up. The set-up invariably in­
cludes as a major element the space in which the sounds occur in. (Though this is 
a ways the case, control to the degree to which Alvin exercises it is not taken.) Oc­
casionally the environments are small such as in Chambers or the flame piece, and 
in these cases also the local environment plays a leading role in the set-up. In the case 
o am sitting in a room," the environment does the composing, as does the envi­
ronment in Vespers. 

The reasons for each piece serve as the energy which drives Lucier to work out 
that particular piece-why he wants to explore that particular phenomenon. These 

necZrTh10 hC P7CrS °t SOm " mySte"eS t0 exP'ore' or a desire to make con-
sonaZrt Sr " ̂  ̂  °fVork' A1™ "T° -engthen per-
" two performers." This piece seems to be a love piece to Mary Lu-

a Ze where? T tHiS " » 'dc"hat I could com-
strong m MaZ m A A C'Z S"YS Wh°Se ' • ' ™cal identities were so 
songs as perfe tlv 7, C 3 P'ece where I would try to sing those 
munL e to h L TZ ^ th°SC gUyS ™C3' id™«ties and to com­
municate to her, to strengthen some sort of relationship that we might have." He 
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wanted to connect those qualities of the other people whom Mary admired in order 
to expand. The reasons seem to be of a primitive religion sometimes. In Vespers the 
reason is "to pay respect to all living creatures." In Chambers he mentioned wanting 
to use "found objects" —"I was thinking then what a wonderful origin of an instru­

ment, to have it be made as a functional thing, for some animal, it protects . . . and 
then when the animal dies, when it dies, this thing is a remainder ... I mean there it 
is, it's left in the world . . . and it's such a beautiful thing, it should be put to some 
kind of use. So that's how the idea ..." Other reasons are of a more practical nature 
such as the ones for Hartford Memory Space, Gentle Fire, and Still and Moving 
Lines of Silence in Families of Hyperbolas. In the same order the reasons are: to ex­
pand the use of traditional instruments, to learn to tolerate noise pollution (though 
this one is somewhat fantastic), and to learn to control sound geography (this one is 
fantastic for 1977). Other reasons appear to be —I can't help but call them —stub 
born reasons. These include the ones for "/ am sitting in a room ( to iron out or 
smooth out the complex speech sounds that 1 get because I have a speech impedi 
mem.") "/ am sitting in a room" does have the practical reason of just wanting to 
find the resonant frequencies of a room, and the reason foi Music for Solo Performer 
(to take the EEG out of the hospital and into the concert hall. The reasons tend to 
fall into the categories of: practical, fantastic or not, stubborn, and spiritua /magica 

The phenomena which Lucier deals with are acoustical or acoustically related 

phenomena, that is, how sound acts, what properties it has with relation to it 
the spaces it occurs in. A phenomenon acts as the composer of the pieces, uc 
UP a situation which will single out or amplify that phenomenon an t 
leave it completely unaffected by human intervention of taste to s low itse . n 

sitting in a room " the resonant frequencies of the room are revealed through the 

process. Besides the original input which would be chosen to best revca t e p 

nomenon, and in this case was an actual explanation of the process o t p» 
phenomenon does the rest by way of the system of re-rccor ing t e inp ,y 
the air in a room. Other phenomena revealed in Lucier s pieces inc: u 1 e ec 

Pws), sympathetic pitch perception {Chambers), standing waves; 1 1 a ^ 
Lines of Silence in Families of Hyperbolas) and brain waves (Music fo ^ 
former). These phenomena are isolated. T he life they possess, w uc 
they can be counted on to exist in any given acoustica situation, 

phenomenon is unleashed as a creator and used as a col a °rato ^ • j sjniile 
The first element, inspiration, is the link from every ay 1 e to ^ ̂  ̂ 

this element out because Lucier himself feels that it is impo think-
reveal something about the composer. To kn°w what^m^y^c^use^ h^J^swrt^^^^n 

,ng about a piece as opposed to what may inspire an ^ the impliCa-

amount of interchangeability between the *nsP , rat l° 'ate. j feel that separating 
' but the separation as I see it may not be who pieces, and as 

^se clarifies certain issues and is another helpful tool in analy g 
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Lucier says: I am probably all wrong ... it reminds me of.. . this might be com­
pletely wrong but even if it is wrong, I don't care, it's what's in my head."-"I don't 
care whether it's true or not, it's my remembrance of it." Trying to separate these el­
ements causes one to think about the piece more deeply. The inspirations are the 
inks with everyday life. These have been direct suggestions by someone, a commis­

sion or an incident. In discussing Chambers he said: "There is one scene where these 
four men are walking along the floor of the ocean, with these huge conch shells over 
their heads, as,fair... filled with air." For The Queen of the South he was commis­
sioned by a group and then started to think of something which he would like to 
make for them. In relation to "/am sitting in a room," he said that a man named Ed-
mond Dewan suggested that he work with the idea that an instrument being plaved 
over and over again ,n the same space would have an interesting effect. In talking 
about The Duke of York he said: "I was thinking about the singers and the stars that 
are so powerfu in our society." He also mentioned that he wanted to do something 

ith the idea of a ,uke box. Many of the inspirations are matters which disturb and 
merest him In B,rd and Person Dyning several coincidences led him to the piece, 
one of which was a gift of an electronic bird sent to him in the mail by someone he 

dn t know. It was quite a while after he received the gift before he used it in a piece. 

ooinv inr ^ "'P™ haS 3 '°nS gestatio" P^d before devel-oping into a reason. 
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"I'm using the by-product of my culture" 

[Gordon rides up on his bicycle.] Hi, Robert. Warm day. 
It warmed up a little. 
How are you, Robert? 
Pretty good. 
I'm breathing hard because I've been thinking. 
I know. The teacher of William James said that when yon breathe you don't 

think, and when you think you don't breathe. 
You're only thinking when you're not breathing? 
Yes. They're not compatible activities. > 

At the top of the breath, when the air is neither going in nor going out, that s 

when you're thinking. 
Or the bottom, I guess. 
Or at the bottom. . 
We//, we ought to talk just one more time about the efficiency of ri ing a icyc e. 

What I was saying before was that I don't understand, assuming a flat terrain 
apart from friction, how it would be possible for you to economize on the energy ' ov ' 
walking. I mean, it seems like the bicycle would have to consume exactly as much en-

it takes to walk, plus the weight of the bike. And the reason you 're willing to 
sacrifice the energy is to gain the speed. Except for doing downhill, there s no way 

you can save energy on a bike, is there? . > . , • 
Well, you can coast. Part of the problem about energy is t at its 1 , 

doesn't expand itself in time the same way. You can make an exertion a 5 
rest-1 think that for the energy commitment to distance, the JCYC t ts> one 
most efficient means of travel. As I recall, the salmon is more e lcicnt, o y • ^ 
of the efficiency of the bicycle has to do with having a lot of gears an ga' S ^ 
'' means you can optimize certain aspects of your energy out ay, e ^ 
Aether you've got steep hills or you're riding around on the grass, w ^ 
% to do. I like it because it doesn't have batteries to wear down and I d 
<° Plug «into the wall. But it's very fragile. It's not fragtle m that ,t s bad y buBt-

it's made like a.rplanes are made, with a very small safety factor very close 
0Ite-to-One, so that minimizes the weight of it. And it's also ̂  -^My good 

re's not all that heavy stuff to carry around with it. So one ha 
care of it. 

Do you try to go fast? Do you use it for that purpose ? 
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I use it to go distances with as little energy and in as short a time as possible. It 
may or may not be fast for speed. Months go by and I don't use it. But I still have 
to do the maintenance just as though I'd used it, because the lubricants atrophy. You 
know, they fatigue in one kind of way when you use them and they atrophy from 
disuse. 

So the principle would be that you use a small amount of lubricant too. 
Yes, and relatively often. We use small batteries and change them frequently in 

our own equipment. It's somewhat similar to that. 

Could we talk a little bit more about folk music f We were talking about that be­
fore. 

This is a folk instrument. 
A folk instrument f 
The bicycle. 

I meant folk instruments. / didn 't mean folk music. God, I don't know anything 
about folk music. We were talking before about the age of the instrument being a foe 
tor in music. 

I'm not sure that the age is what gives an instrument its category of being a folk 
instrument. 

his looks like a leading question, but are there modern folk instrumentsI Are 
there people still inventing them ? 

T, Lo°k,{1 ,t,ll!nk ,r has to do with wl"t they make them for and how they use them. 
his is a folk instrument. Even though it's mass-produced, it's a folk instrument in 

that anybody can use ,t. But there's a certain amount of skill that you have to de-
ve op. I could be, in fact, a very high level of virtuosity, and most really interesting 
folk n truants allow for a great range of virtuosity. Okay? Somebody who just 

who iu t T St°re f °CerieS " °PP°Sed t0 the six-day racer; the guitar player 
tTadirion o °"r6', ,°Urrand fiVC' 35 °PP°Sed to thc h;8h classical or Flamenco 

mem Xw "but 6 ^ Not d°" «he instru-
wdhnftoTeco SOC1Cty' afferem al'°WS for that virtuosity. They are 
I ;eeC°S"'Zhe S,°m,e -hdify, and some usefulness for the lowest level of vir-
tuosity as well as the highest level of virtuosity 

But you're not saying that on folk instruments there >s no virtuositya 

that's" characteristic off' t" ^ ̂  VirtU°sit* but * d—t mean that 
kinds of things Som > 1 ° I 'nStrUments- 0t)viousIy, art musics are virtuosity-fetish 

instruments I moan n • ' ,nstrurnents are invented just as 
that can be usedTiC ZZZT't^ - °f materials that turn up 
bands came from those A n d  th^ ^  ^ T r i n i d a d ?  Th«Kel 
around as long as bamboo thousUv™"15 C °f bambo°' Wel1' theYVe been 

the oil drum Ltrumen^ T T' ̂  
some use of modern technology. The electronic 
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things, of course, might be a little less easy for people to see, but electronic instru­
ments can also be folk instruments. 

That's what we were talking about. I would call your instruments folk instru­
ments, but I don't know why. 

You'd be more likely to call the electronic instruments I make folk instruments 
than, say, standardized synthesizers. Is the 1976 Ford a folk instrument? I think 
probably not, because it's mass-produced. But there are cars that are folk instru­
ments. Some of them, in fact, have changed their functions a lot —trucks that are 
made out of old car bodies and cast-offs from railroad technology, or things that 
you find in the hinterlands, the backlands of Australia, or South America or Africa. 
Those are folk instruments which don't come from purely natural sources, like the 
bamboo flute which came from a reed. They came from the cast-offs of some other 

commerce or technology. 
I've always thought that the primitive strain in my music and some of the music 

/ like is very embarrassing. It's like being forced to invent a language. It always 
tomes out sort of primitive—the obsessions of the primitive, like primitive art. 

Forced to invent... ? You invent a language . . . 
... for yourself. 
For yourself. , 
Because you don't understand the other one, or you can t get involve in t e ot 

me. So, I think that there must he an ideological equivalent of the folk instrument, 
too. 

Of course there were old folk instruments, which include all the waTs you usc 

the voice for music. All those older ones, the ones that have been aroun orcentu 
r'es, and which are often older than verbally recorded history, or wiitten y> 
M a lot of different reasons for why they came into existence. There might ave 
heen some kind of religious reasons or social reasons, or they may iavc just ce 
whim of some person whittling on a stick or hollowing out a gour • 
know. I'm not an anthropologist in that way, but there s somet ing t at , 
wparticularly distinct about what we do with folk instruments in our culture too y 

Jhatis, in our technological, literate, highly affluent culture. osc o u 
n in the United States or Europe or Japan or someplace like t at anc 8 

*ith those cultures may or may not have a religious motivation or socia „ 
it seems to me like there's a special glamour, an obsession o wor ing 

"'A technology, which is very prevalent, particularly in the United Stat . ^ 
n°t just for musicians. It's for people who build their own cameras, w 

video synthesizers, all that sort of thing. And it's a stretch erf some peop ^ 
pagination to be comfortable with the idea that it's folk art par y ^ wi(h 

^Pendent on high technology. And I have to admit  I am a llttl<jU^ d 

"P «I have to nail a word on it. But I think the reason I call it folk art has ^ 

""hitsessentially being not mass-produced even though it mig 
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mass media way. However it's basically not mass-produced and there's no strong 
standardization. If David Tudor or David Behrman or Paul DcMarinis worked with 
digital circuits, and used all the same circuits, we might think of it another way. But, 
in fact, they're all very different; they even use them differently. And that is to say, 
all instruments made of bamboo aren't the same instrument. The fact that it comes 
from a highly literate, highly technological culture that produces all of this stuff 
abundantly might make it seem that it doesn't belong in a folk category, but it's still 
used that way by the practitioners. 

If you discovered some old instrument, archeologically, and it was interesting to 
us as consumers, if you found something like a new kind of guitar; it could become a 
hobby for everybody. But a folk instrument maintains its underground status. I don't 
mean to speak about an audience for your music, only its relationship to the technology. 

Thats partly because what I've made is really hard to duplicate and it doesn't 
have any broadly useful function —economically, politically, religiously —and I sup­
pose on a certain level, its a kind of esoteric entertainment. All of us are like that. 
I 11 take the example of Terry Riley, who's achieved some really substantial popular­
ity. It s still very focused within a particular culture, and that's not to minimize it, 
but certainly in my case, what I do is not musically so connected with musical tra­
ditions from the past. There may be some theatrical connections, such as in Horn­
pipe [1967], which we recorded in Simulcast with Bill Brooks. It doesn't sound like 
a French horn half the time, but I'm out there holding the instrument. Everybody's 
seen the horn player, it s an archetypal image which I'm perfectly conscious of—us­
ing a theatrically standard situation within which I did my acoustical experimenta­
tion. But the musical result of it is, for all but a fairly musically sophisticated audi­
ence, quite unexpected. You know, you could put on any other sound with that 
video and it would make about as much sense as what I'm actually doing because 
t e sound materials and the musical continuity in context are fairly special. You rec­
ognize it, though. 

I feel so comfortable with it, that what you said just reminded me that somebody 
else might not. 

Well, a lot of people feel comfortable with it-those who live with it for a while, 
or those who don't come with certain expectations in a rigid way. You have to make 
t at a part of your way of working with the art if you're dealing with innovation on 
any level, whether it's folkloric, high technology, or low technology. You can't al­
ways expect something to behave the way you want it to. 

Do you feel that you're addressing a certain audience with your music? 

dersr Z k I m Messing one, but I certainly am clear that I'm being un-

audience h7 v' a " *** he"d * 3 fairly V"' ̂ ence. It's a small audience, but its an audience in a lot of places. 
Not too small. 

It's in a lot of different places. I'd like to think I'm addressing a broader audience 
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than I do, and a more diverse audience than I do. But since I'm in a fairly strong mu­
sical tradition, and since musical traditions tend to be fairly strong, I have to recog­
nize that the people who come to my performances are carrying some reservations. 

Well, they carry reservations about everything. 
Sure. I obviously have a connection with a fairly small tradition and my brain­

storming goes on with other people who tend to be the same forty or fifty people 
on a technical level, craft level, building level. That gets bigger all the time and I m 
working with a relatively well-defined area that expands all the time. I can't keep up 
with it-that's electronic technology. I don't make acoustical instruments-al­
though that could be the case—so I have to deal with people who already have some 
contact with the language of electronics. A woodworker perhaps doesn't under­
stand cellular biology, because you don't have to work with wood on that level. Anc 
the metal sculptor may not be a metallurgist, although in tact he may know a ot 
about the way that metallurgy works in the real world. But it s a litt e ar to ea 
with electronic technology without having a pretty strong literate background, 
mean, you know a little of the mathematics, and you know a little bit about capac-
itive reactance and inductive reactance, and you understand amp i iers an 
hack, and it's all of that language. One doesn't have to be into that on a hig eve 
work creatively, which is why we have the great folk-art potentia or e e 
technology. But I do have to share some special language with ot er p p , 

D o  y o u  t h i n k  o f  t e c h n o l o g y  p o l i t i c a l l y f  I s  i t  a  p o s s i b i l i t y ,  w a r  y , t  a  ^  
doesn't have the technological language we have could be working 

tame ends, if they just called it by some other name ? t 

Yes. It would obviously be a very different kind of work .  I  ma ea ^ 
about the oil drums and their assimilation to the steel ban s o rim a 
taking one material that you twist and bend and force and w atevery VOu're 

™ see the direct analogy to being able to work ^J^hXuronic technology, 
forking on a fairly grand scale, not a molecular leve . 1Cross a 
that's another question. Some alien non-literate tribe somewhere m & 
^wned plane full of video tape recorders. Why not? That's a fatrly 
»Wity, except that it's not as reasonable as working with 01 r"ms k 

-A a whole lo, of prem.ses in the first place. The electronic technology 

something all the time. 

The Earth. Electrical power „ f  a l e ve l  up  that we have 
1 has to have an electrical source. It's already enoug Now, it might 

to live in cultures with predictable electrical power, c ectnca e necj to have 

'Ust be that this plane that came down wi^o^T-nc, ways of trymg 
r panel generator or something, and it migl . didn't work when 

1 lngs out that they got the thing running and discovere t to me. But 
c e sun went down. And that kind of intelligence is per cc , nects of it, except 
We're now picking on little things, because they could take on aspe 
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that I think they probably wouldn't. The interesting thing is that they might make 
something out of that stuff that we wouldn't recognize. 

That must be the way that traditional electronics engineering would feel about 
your work. It wouldn't even have to be as dramatic as the downed plane. Harold 
Borkin said that he was trying to convince architect-theorists that people who didn't 
have a history of building houses like we did didn't have to have that history in order 
to build plastic houses. All you have to do is teach them the plastic-house technique. 

I can more commonly see the video tape being unwound and made into baskets, 
something useful. 

You mean that this video tape is not usefulf It may not be good but it's useful. 
Circuit boards pulled out of the equipment and worn for decoration. We might 

not recognize that as video art, but that's as much video art as what we're doing. 
Okay. I understand what you 're saying. But that analogy's not too far off. How 

legitimate is your electronics f I mean your electronic music. 
Well, you mentioned about what the engineers would think of what I do. I'm on 

the edge of disrespectful attitudes all the time towards the sacredness of technology. 
Early on, when I was just getting into solid state electronics, I had not accumulated 
enough mathematical background and basic electrical engineering to get it all to­
gether theoretically. And so I experimented. I was a tinkerer. And I would find re­
ject-transistors that wouldn't work properly in a certain engineering context. They 
wouldn't have any useful function for the engineer or the high-technology com­
pany that built them. The inter-electrode capacitance was too big. But I could make 
t em into oscillators because I needed the capacitance for the capacitance-reactance. 

just oo e at it a different way. Some engineers, in fact, straight-out engineers, 
were fairly impressed. 

Because you couldn't repeat that experiment* 

Because I had made something out of nothing. As far as they were concerned it 
was nothing There are other examples of that. Even those of us who don't come 
from that tradition. I made an analog multiplier for David Tudor once. He didn't 

now what that was but he had used one that I had made for somebody else and he 
wanted me to make him one. So I made him one. This was ten, twelve years ago. 

d sent it off to htm in the ma.l and some months later he showed up in town 

u mn k,he 8 "°nCertjWrithJ°h" Cage. And he had this thing and he wasn't 
usingit the way tt was des.gned for use. There were a certain number of inputs and 

puts 2ZUmt °f °UtPU"' a"d He had °UtPuts Pl»Wd into inputs and he had in­
puts going m o outputs, and other things which had noth.ng to do with the original 
conception of what ,t was for. But he had the whole thing going He had a sp tac-
ular musical thing going by. And it's not that he misunderstood me there was n0 

o n l l t I T n  t h a t  h e  a S k e d  ™  ®  s o m e t h i n g  a n d  1  h a d  

original he had worked with LLZrasV^bTT'^ ̂  ̂  ̂  W"h ^ 
tectly reasonable. A perfectly reasonable situation. 
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It's a kind of folkloric use of the device. I have a little trouble with the cultures in 
between the completely high technology, high literacy cultures, and the non-literate 
cultures, those cultures that use non-written language for communicating standard­

ized technological things—essentially no technology. 

For their musicf 
No, for the way we communicate. I he way we learn skills. 

Okay. 
Where I have trouble politically is in the middle: between the high-level literacy 

and the non-literate. They now call them the emerging . . . 

...the emerging composers. 
Composers! The emerging countries, which are people who have access to com­

munications. 
That's the emerging composers! . ( 
They listen to the records; they see the TV; they travel to other concerts andfes­

tivals; they share the spirit of technological innovation which we have, which we 
were born into, but which the really non-literate, agrarian cultures^ on t e 
a sense of, right? That's not a put-down, that s just a say ing. T ey re in 

place. 
They don't think about their resources the way , , , • 
They don't think about using their resources for some kind of expanded thing. 

You know, the cows are milked, the paddies arc planted, an t ere s a ce 
dure, but they don't have that obsession as we do with the -west kind of met 

oxide insulation-type device used in s e m i -conductors. You now' ^ people 
that we're into, happens to be big in some ways, but it's St. 11 a little tdeajhepeople 

"between in the countries that have their relatively inodern education w.th w " 
kuages, bu, which are not in the same place of affluence that the United 5̂ 0̂  

ft cenain countries in South America or Southeast Asia, wo emerKing com-
electncal power and schools for learning Western tec no W ^ ^ some 

posers, the emerging artists there are in a very strange p ace,^ ^ ̂ ^ them who 
of our values—that obsession with technological v^irttiosity ^ context to have 
Wany political or social consciousness at all rea IZCt at in nsjble, or at 
those aspirations or to follow those aspirations seems eci 

feast politically unjustifiable. h u m a n  activities? Or 
Why? Because people need the resources for other kinds f 

heme of something else? t. You don't just 
The cost of getting the technology which we ave raiogue. 

buY " through the mail like we send off to Chicago in the ca 

jTe bought it from the Indians. be something that I'm not 
1 m using the by-product of my culture, ri ^ ^ what I do. But I 

1 can't pretend that I'm holier than something else t at er that they don't, 
tbmk all of us are increasingly glamorized by having a certa 
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or access to certain things that they don't. And if you're friends with people in an­
other country, another culture, and they trust you and you trust them and you get 
together for things, they participate in an exchange. And they're very interested to 
see how they can adapt or make use of or obtain those advantages — idea advantages, 
technology advantages, power advantages, political advantages, or whatever they 
are. I mean, it s a simple thing, but they want to work that way. They see it and they 
understand it. They understand the artistic intrigue and integrity of what one cul­
ture does that s different from their own, and they'd like to get into this part of the 
action. Its different because it's a little bit like I'm taking my toys to them. And if 
I m just doing a concert, collecting the fee, going away, the insulation's good. But 
when the communication gets two-way; when it's a real exchange, and not them lis­
tening to me, then they play with my toys a little bit and I pack the toys up and go 
off to the next place. And their appetite is stimulated and they have to deal with it 
in a much more complicated way than we do. There's a great deal of discomfort for 
me now in being that, and I suspect it may have happened to others of us in the Sonic 
Arts Union. 

I used to feel that way about traveling. 
That you would travel so easily. 
Y?s, that I would travel so easily. 
You pay seven hundred dollars and you fly half way around the world in eight 

urs. But then the people you want to visit come to you in the same way. It may 
be extravagant but it's the only way. 

That was a very serious question for me. Especially there was a time, about seven 
or eight years ago, when electronics got hard to be involved with; there was a tran­
sition period. 

About five years after the solid state thing came in we could go down to the cor­
ner store and afford to buy parts. It was going in so many directions that you just 
couldn t put enough time in every day. 

U seems to me that mustc that is closely related to technology should, like technol­
ogy annapate us next moves. I was thinking that your mustc, probably more than 
that of anyone s I know, would have a predictive quality. 

I should have some idea where it's going? 

could actualize"™ ^ ^ ̂  ^ thmk'"8 wa> ahead ahoM what V0" 
I was just thinking about. . . 
What are you thinking about? 

1 was thinking about music "closely related to technology." You made that 

cept nowTrXr ̂  " C°nneCted some level, ex-cept now I realize that maybe singing isn't. 

cauIehseodminvCtrfmf0r 7 " * Uttle ^ ̂  drama"C than for °the". P'raps, be-
y y colleagues are instrument builders. They make harpsichords, 
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orthey make membranophones, and that sort of thing. And they're just my friends, 
like other people who make electronic instruments. Paul DeMarinis is my friend; he 
solders instead of whittling wood. Sure, I have a sense of the directions I go in, but 
they're achieved as much as anything else by circumstances of being in the right 

place at the right time. 
But specifically, are you tending toward a more automated kind oj musical 

thought or more toward a performance aspect of electronics ? Do you have any inter­

est in computers t 
Let me answer the first part. I deal with a kind of semi-automated thing and have 

done that for some time. That word "cybersonic" 1 put on it, which is that 1 made 
circuitry which could take certain responsibility for what happened. You may be 
bothered by the semantics. I made circuitry which had decision-making possibili 
ties,and I allowed it to make decisions. I knew the kind of decisions it would make, 

and 1 made its environment for it. And then I could share decision making wit 
It's not that I wanted to create a monster or anything. Its just that there was too 
much for me to do and there were things that it could do, and I set up a situation s 
that we could interact. Hornpipe is a good example of that. The circuitry a certain 

things that it does—resonant characteristics. And by means of microp ones 
what 1 do and the space that I do it in, and by means of loudspeakers I ea 
does, and we adjust ourselves to each other and to the circumstances through ft 

course of a performance. That's a sort of semi-automatic situation. It s an ensem 

piece. 

I would say that the performance in there predominates. 
Okay, but that's what you can see; you don't see the electronics, t s a m 

an idea. I can describe it in program notes. , > 
I was wondering about your career too, just in practical terms w 

vorkmg on any big changes or ideas. . m0ved, for the 
made a fairly substantial change about three years ago i that  be-

, rsl  time in my life, into the American university system. 
I- I'd done performing and composing and, you know, 
t'me-all-the-time. The change was significant because I though ^ ^ 

°PPortunity to separate myself from certain rigors of s ow -mother kind 
« Off that world, but ,t gave me an alternative I didn't havet, posstb.y a„o^ ̂  
0 rcc time to develop my work. Of course 1 discovere you went 
°f energy that's taken away from you when you do that. You no 
t0  ̂ ach at Mills College. You're only happy this year because yo 

Well, that's not the only reason. conservative world 
, But the thing is that it pulled me into a fundamenta y more , because 

'J the first place, which may be a little hard tor some peop ̂ .^^ytbing artistically-
the be universities are where you presumably can get away witn a y t 

vc never seen that to be true. I find them fundamenta y cons 
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Musically you mean? 
Culturally. Maybe not politically, but culturally. They're fundamentally conser­

vative. It gets less conservative all the time and more diverse all the time. But still, 
the experiments that I was involved with in my own work and other people s work, 
artistically and socially, in the real world of performing concerts and working with 
dancers, were far more risky and penetrating experiments than the things that I've 
been able to do in a university situation, and far more than most of my colleagues 
are involved with. I think part of the reason is that the university is not essentially a 
diverse culture. For instance, when you travel around and play concerts in Ken­
tucky and New York and France and Japan and Australia, you're getting into dif­
ferent cultures, okay? You don't in universities. Even though you may have easier 
theoretical and quasi-historical access to different cultures in a university than if you 
live in Podunk, there's no risk in the way that you participate in those cultures. It's 
an indulgence. You may be broadening your views, but you're not living in them 
and having to adapt to those cultures. And the things that I do in university contexts 
that nobody is upset about in the real world tend to be seen as much more radical in 
the university. Gee, you mean you stand up there and you play that horn, or you 
run around in that quarry. Who's interested in that?" I say, "Well, that's what I did 
b e f o r e  I  c a m e  h e r e . "  — " W e l l ,  n o  w o n d e r  y o u  c a m e  h e r e ,  y o u  . . . "  

. . . couldn't get a job. 

Couldn t get a job. Okay. So that's affecting me a little bit because I have to 
relegate my creative process to a different audience that I'm working for. So if I'm 
making it in the university presumably I do it for those audiences. Well, interest­
ingly, the first year and a half that I was involved with this university I did a lot of 
stuff with them. And there were a lot of raised eyebrows. And it wasn't just me; I 
brought my friends. We did a lot of things, but now I've stopped working in the uni­
versity. Oh, I work with the students that study with me, and I work with my col­
leagues, but I don t do my own work in the university. 

You don't make the performance public? 
It's too much. The feedback that I'm getting from it is not so valid for me as what 

I get when I take it on the road. I use the word "road" meaning going to lots of dif­
ferent cultures. I can't get enough diversity at the university. 

Even if you go to another university ? Then you have some other relationship with 
other people. 

That helps. But it only helps minimally. The differences between one university 
and another are fundamentally fairly small. It's not a cultural difference. The trends, 
or the fads may be a little different from one place to another, but that s all. It's not 
fundamentally different. 

I'm thinking in longer terms now-what I can get planned two years from now 
or one year from now rather than working continuously on pteces. The circuitry 
that I m using ,s a little different. I'm getting into things that I put off for a few years. 
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I mean, the "solid state explosion" ten years ago was moving in both analog and dig­
ital directions. I chose analog because that's what I was into, analog electronics, and 
1 let the computer freakies go along on their own way. Now the computer freakies 

are getting closer to me and I'm getting closer to them, so I'm going to move into 
that direction a little bit more technologically. But you can't do everything at once. 
And I'm more concerned about what kind of audiences I'm doing work for, only 
because I'm a little more isolated in the university than I was when I was running 
around performing more continuously with modern dance companies and with the 
Sonic Arts Union. Maybe that doesn't answer your questions about musical ideas 

and all of that. 
Well, it's a fair answer. But the question seems more important when I'm talking 

to you than when I'm talking to some other composer. It seems like there's always a 

possibility that very radical change will be associated with technology. 
You know, there's one aspect that's a little difficult when talking to a num 

composers who work with technology like I do —not that they soun 1 e o, 
who work with technology in the same sense that 1 do, and that is t at t ey 

will build something and use it for an application and then go on an U 

thing else and use it for another application. And the sound materia s an 
cess under which it's developed can have no relationship from one piece to an 

or only a minimally perceivable relationship. So the sense of continuity 
dienceor a critic or historian might develop about, oh say. Beet oven s wo , 
different from what one can develop about a person who is wor ing w ^ 

more rapidly changing technology. The instrument orchestra 

music you make with it. If it's a piano it's one kind o t 1 g, ,lrinliers it's 
it's something else. If it's digital dividers it's one thing; if it's analog multiphersi^ 

another. Okay. Except for a certain "in-group" who thinks t at oni p ^ 

^ch like the previous one. But that's because w e 're working in a i 

technology. I mean I have certain things that I like in music planning 
* go on a long time. But that's not really what I think aboutwhenl m pla ^ g 

another piece. It's how little technology I can get toget er to im ^ ^ 
^d of context I can make it in. Can I make it practical and portable 

Use it in other places? • whether the work 
We talked before about the conceptual stage of your m or whether you 

wIth the circuitry suggests a sound domain that you were . 
Were tahing the sound as a consequence of some other in o conventjonal musi-

I have a better sense of that this year. I made some P1CCeScars sjnce I'd done that, 
Ca ' 'nstruments that were commissions. It had been a ew ^ ^ ̂  possibility 
even though I had made a lot of instrumental music, n which is done very 
°i extending the resources of what those instruments cou tt,e performers 
commonly these days-or of taking them in the context rom ^ 
fusing them, which is what I decided to do. I deeded to use 
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tatively traditional sound-producing ways. Then I had fun with the musical context 
in which I stretched things out a little bit. I pushed the edges of what they could do 
in a musical context. That's a concession that I made because of where those instru­
ments came from and the traditions involved and the people who performed them. 

When I work with circuitry, maybe I have a sound, but not very commonly. It's 
more that there s an electronic process that I've played with that has to do with res­
onance, and I put some things together to make different parts interact, and I play 
with the configuration. I may like something about the sound that results from my 
experimentation, and so I explore that direction. Or I might not even care about 
that. And very often the pieces that I do, like Hornpipe, evolve without a particular 
sound concept, except what the French horn itself does, played in its various unor­
thodox ways. The electronic things that came from that were somewhat coinciden­
tal until the piece got underway. Then, from one performance to another, I began to 
understand what I could do elaborately with the electronic circuitry. Somewhere in 
the history of it, it was stolen in New York City and I had to build some new equip­
ment. Then I started at work on it with a sound focus, where I had a consciousness 
of the sound. But when I'm dealing with that kind of technological thing, it's more 
the process that I experiment with. And sometimes I let that be a good part of the 
pieces I do. Sometimes they're much more fixed. 

I've felt that very strongly with Ambivex [I97I]. The name is nice too, because of 
the problem of whether it started in a sound idea or in a technological concept. 

Well, it came with a technological concept and it got into a nice ugly sound thing. 
Ugly sound? No, it's a sound that one can't imagine. At least it's a sound that I 

could never imagine. You've invented a whole new way of hearing sound. 
You find that sound. You're working and you find it. And it's a character, it's a 

quality that you want right there, and you make something out of it. That's what I 
did which ,s really very folkloric. I didn't have a particular audience in mind, but I 

^ TTTr "nCt,J°n f°r and 1 was iust exploring. And I found that particular 
sound and I developed it. 
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The System Is the Composition Itself 

by Maggi Payne 

Certain concepts are quite strong in Gordon Mumma s music. Spatial usage is one. 

By carefully controlled use of phase relationships, amplitude, reverberation, and in 

harmonically related spectrums of the same sound, the sense of spatial relationships 

that the listener perceives can be made to change in many dimensions, including 

size,shape, localization, and directions of sound travel. 
Even when four-channel tape machines were not commercially available, Gor­

don and Bob Ashley built one themselves in order to have greater contro o p 

ment of sound materials. At times an auxiliary stereo tape recorder is a so us 

is the case in the performances of Megaton for Wm. Burroughs (1963) w ic 

iour-channel tape, a two-channel tape, and four channels of electronica y m 

live performance which usually are routed to ten discrete speakers, n 
taped Air Force movie dialogue that occurs is routed to discrete channc s p 

the airplanes and their crews in formation in the space and p acing t c au 

formation right along with them. Another interesting manipu atic n p " • DUt 

(>966), a live-electronic piece in which Gordon uses four channels of t le: sa P 

signal but shifts to inharmonically related spectrums in the oui spe > ^ 

listener the very uncomfortable perception of the true visua space ag -ence 

ceived aural space which is quite a different space, a vcry lsoricnt  g  • which 
Another strong concept in Gordon's work is process, er aps e ^ 

are very process-oriented, have influenced his musica t in the conCepts 

his thinking, being already process-oriented, had an innate a The early 
of electronic processes. Even his earliest works are process-on entedj 

w°rks involving tape illustrate his concern with process, sp•ici1 ^ his 

«cd tape flanging, sounds played backwards, and t ic use equipment. As 

building of electronic circuitry, and his building of four-c anne Gus with his 

"^"cybersonic" concept developed process-thinking ccam®* Musik, "I derive 

Procedures. As Gordon states in Darms^er by feed-

d cybersonics from cybernetics, the scien Hnrnfiive the sounds are 
back principles, and sonics. In the cybersonic console o 

c°ntrolled by their own characteristics." limitations and its own 
The electronic network shapes the process by its ow ^ ̂  wor^ j tself. The 

Particular dimensions. The circuitry is the process is t e s .,uoWs. At times Gor-

Performance is an exploration of what that particular Prc  
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don has a great amount of control once the process is set in motion, and at other 
times he has almost no control at all. In Hornpipe he can choose to play resonant 
frequencies and thereby trigger the electronic circuitry, or he can choose not to and 
as a consequence have no sound emitted from the circuitry at that particular time. 
In a work such as Beam, once the process begins it is carried through; there is input 
from the players but virtually no conscious control coming from them. Telepos, al­
though able to be manipulated, is usually left alone once the dance, and therefore the 
process, is in motion. The process in Conspiracy 8 is a socio-political process with 
all members, including the computer, having input to the process but not really con­
trolling it. 

Another aspect of Gordon's work is that most frequently he is an active partici­
pant, a composer-performer. His music is live-performance electronic music and is 
usually theatrical in nature. Most of his works he either performs himself or manip­
ulates electronically himself, or both. This includes such pieces as Hornpipe, Am-
bivex, Schoolwork, and Megaton. 

Gordon has a natural ease with electronic circuitry, and his ability to see musical 
implications when the design applications are not intended for music is remarkable. 
From the beginning his music involved intricate electronics. And in this area he de­
veloped a systems concept to which he gave the term "cybersonics." Medium Size 
Mograph (1963) is the first piece which used this systems concept. Others include 
such works as Hornpipe, Mesa, Beam, Ambivex, Dresden Interleaf and Music for 
the Venezia Space Theatre. Gordon has also put his electronics abilities to use with 
numerous collaborations: with the ONCE Group, the Sonic Arts Union, and John 
Cage and David Tudor with the Merce Cunningham Dance Company. One of the 
most interesting collaborations was with Experiments in Art and Technology and 
resulted in his building of the sound modifier for the Pepsi-Cola pavilion for the 
Expo '70 in Osaka, Japan. 

Gordon often builds his own instruments. Each instrument is hand crafted out 
of materials supplied by electronic technology and at times interfaced with tradi­
tional instruments such as bandoneon, cornet, and French horn. It is interesting that 
in so doing he follows the folkloric traditions of building one's instruments with 
whatever materia s are on hand, and in the United States of America, that means 
e ectronic tec no ogy. Each of his electronic systems forms a distinct instrument, 
with its own definitions, limitations and capabilities. The system is, in a sense, the 
composition itself, forming the rules which determine the possibilities for the "pro-
cess to occur. 

As Cordon states in the .967 AES [Audio Engineering Society] Preprint, "Mv 
own electron, music equipment is designed as part of the process of composing my 

of mv '1LT ' C°mpOSer Wh° builds instruments, though most 
product h m h fr°m the themselves ... My 'end 
product is more than a package of electronic hardware, it is a performance of music 

110  
Music with Roots in the Aether 



... My decisions about electronic procedures, circuitry, and configurations are 
strongly influenced by the requirements of my profession as a music maker. This is 
one reason why I consider that my designing and building of circuits is really com­
posing'. I am simplv employing electronic technology in the achievement of my art 
...lam concerned with 'system-concepts': configurations which include sound 
sources, electronic modification circuitry, control or logic circuitry, playback appa­
ratus (power amplifiers, loudspeakers, and the auditorium), and even social condi­
tions, beyond the confines of technology. 1 suggest that the most important creative 
aspect of live-performance electronic music technology is not this or that ciicuit in 

novations, but rather the total configuration itself." 
Gordon's work is quite diverse with regard to performance situations and forces 

required for performance. It ranges from purely instrumental music to live per or 
mance works involving electronic circuitry. 1 here is also a growing bo y o wor 

intended as chamber music for intimate performance situations and music producec 

with tape performance or record reproduction in mind. 

Hornpipe (1967) 
Hornpipe is a work for French horn, Waldhorn, and cyber sonic console. * "V 
sonic console is a small analog computer which attaches to the orn P ay 

The circuitry consists of a parallel configuration of automatically tunable 
plifiers which are set in motion by the sounds of the horn an a just ' fi­
nances to compliment the acoustical resonances of the performance p . 
sounds are picked up by two miniature microphones on the conso e b , 
Plifier has a memory which accumulates information according to t e se ^ 
^unds played by the hornist and their effect on the resonances o t e p , ^ 
when sufficient information has been obtained the electronic gate t p , ^ 

the resonance of that particular amplifier through the loudspeakers 
»in turn picked up by other channels of the console 
with the additional input of more sounds from the Frenc or^ ste_ 
more circuits to open and creating further combinations, mce with 

cophonic, they also respond to each other. Becaus sounds richer in 
J double reed as opposed to the traditional mouthpiece, e cvbersonic con-

arm°nics, therefore feeding more complex information into' £eecjback net-
so|c- In essence the system is a highly controlled an sop is ^ ̂  the po-
Worh, and as such characteristically utilizes the resonances . to t^e place-
zoning of the performer (and therefore the microphones) in 

"lent of the speakers. . . are balanced, and not 
The performance starts with the solo horn. The circuits ^ ̂  gates, there 

av 'ng stored sufficient information to trigger the opening ( space, playing 
1Sno sound from the circuitry. As the hornist walks t roug ^ explores the 
eZer abrupt events or sustained sounds with mout picc 
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resonances of the space by turning as he plays and/or walking as he plays. When suf­
ficient information has been stored by the resonant circuits, a gate opens, emitting 
electronic sounds, the length of time it remains open depending on the conditions 
of the remaining gated amplifiers. Whether this in turn opens other gates depends 
on the information they have stored and the present input information. The elec­
tronic emissions range from very pure undulating sounds to very complex sounds 
as more and more gates are simultaneously open and interact with one another. The 
electronic sounds are triggered by a horn sound or the present resonances in the 
space, but often also the hornist quickly terminates the sound by playing non-reso­
nant frequencies. The performance comes to an end as the hornist plays frequencies 
which are non-resonant to the tuned circuits and the space and therefore silences 
them, ending as beginning, with solo horn. 

Megaton for Wm. Burroughs (1963) 

Megaton, a composition of war materials, was first presented at the ONCE Festival 
in Ann Arbor. It is a grandiose multimedia undertaking, involving five performers 
using specially built electronic and cybersonic instruments in conjunction with 
sound producing objects such as a wood and wire sculpture, a specially prepared pi­
ano, objects of wood, metal, and plastic, all of which are outed to four channels, 
with six channels consisting of magnetic tape, making a total of ten channels. The 
performers form an attack-bomber crew on its way to drop a megaton bomb. Each 
performer is isolated in the darkened performance area (with blinking red lights 
lgh above) and is connected by intercom-headphones to the director, Gordon, 

who acts as the navigator-commander. 

The piece evolves from purely electronic sounds through more realistic sounds 
to natura soun s. The structure of the piece is always the same, but the sections arc 
expandable, able to be shortened or lengthened according to the performance mate­
rials. Megaton begins in total darkness with sustained and harsh sound complexes, 

s this introduction fades, the sculpture and performers are gradually illuminated, 
uring t is ive performance, section wires overhead carry projectile-like flashing 

objects, setting the wires into vibration, which is amplified to combine with the rest 
of the complex sound montage. This very long section begins with a new sound tex-

g c so t mo 1 ie ive and electronic sounds which become louder, more 
overlapping, more complex, very dense. There are sounds which increasingly re­

nd ^ ,'nS rUmentS °! W3r and °ciated sounds: gun-fire, rocket-like sounds, 
d underlymg sounds conveying a sense of general foreboding. The gunfire sounds 

If mvt c"k t 8 iTH 8 m°dUlated S°Unds't0 wWch is added the k)ud snapping 
iuel from Id F K g"! T ̂P'*"6 b°mber S™nds' by intense dia 
oTbombmJ t7 A r" uT m°VieS ln Which the bomb- —s are en route 

short e"cernt of h iT ^'1116 b°mbS *"d There is a very 
P ighly romanticized war movie music, a short electronic leadout, 
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and in a separate area of the space are heard several bars of a jazz drum riff, the 

drummer illuminated by an isolated pool of light. 

The Dresden Interleaf 13 February 1945 (1965)  

The Dresden Interleaf is a piece which derives its title from the incendiary bombing 
of Dresden, Germany, that took place for two days near the end of World War II. 
Dresden had been designated by international agreement between the Allied and 
Axis Powers to be one of several non-strategic cities, in fact, a city of only historic 
and artistic significance. The Allied Forces, however, decided to perform an exper­
iment-to firebomb a city with no previous war damage in order to ascertain the ex 
act effect of firebombing uncomplicated by previous war damage; and Dresden was 
the choice. The fire bombing was, tragically, a great success. In two days the death 
toll was a hundred and thirty-five thousand people, mostly suffering death y su 
focation, topping that of any other activity in the Second World War-a greater-
death toll than either Hiroshima or Nagasaki. It happened that right at the end o 
'964, as Gordon was just putting the finishing touches on his Diesden Inter eaf,t 

first major book came out describing the Dresden firestorming. It was written y 

historian who had been the first to obtain access to the just-declassi ie 
hvsheer coincidence the premiere performance took place on 13 Fe ruary ) 5' 

actly twenty years after the fire storm. . . r 
The piece was originally performed live with four channe s o tape. t s 

channel tape form currently as well as stereo record foi m, alt oug it ca 
formed live when conditions permit. In the live performance, our a co c p 
model airplane engines are used. The piece consists of three sections. 

built of massive blocks of grating, raspy electronic soun s, requency 

•l four channels, abruptly alternating with large blocks o sJwly crescen-
don contains many different sound layers, starting 1 at er g . short, 
doing into the extremely loud model airplane sounds which are a rup Jsts of 

Following a short silence the third, long sustained section, beS'" ' m w dis_ 
PUre' ^oirs of sounds, dissolving into one ™olh"'^Jple, in charac-
Rearing into the surface of sound, and becoming s ow 3 ^ dramatic 
ter- The Dresden Interleaf, although of only twelve minutes ura 1 
memorial to the firestorm victims of Dresden. 

Music for the Venezia Space Theatre (1964) ^ ̂ ^ 

Music for the Venezia Space Theatre has its origins with the1 Sp yis^e(\ the Space 

^ulptor, light-projection artist Milton Cohen. Milton o jntricate light-pro-
eatre in Ann Arbor for live performances of his unusu< |uc|ecl artists Milton 

^Ctlon art in conjunction with a collaborative group w ic Gordon Mumma 
Caroline Cohen, and Mary Ashley; composer per ^ filmmaker 

"d Robert Ashley; architects Harold Borkin and Joseph Wehre , 
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George Manupelli. This group performed a semi-improvisatory event each week at 
the Space Theatre. The group was invited to perform at the Venice Biennale Festival 
in Italy in 1964 through the influence of Luigi Nono. Upon arriving in Venice they 
set up in a top floor room at the Venice Opera House, which they fortunately had 
all to themselves, and performed once each day of the festival their elaborate lighl 
projection, film sculpture, modern dance, and electronic music collaborative event. 
Gordon performed several sections of four-channel tape which were interspersed 
with virtually no discernable transitions with the live music performance of Bob 
Ashley and the collaborative group events. When Barney Childs asked for music for 
a series of records he was producing for Advance Records, Gordon took three of 
t e tape sections and put them into a sequence, making a continuous piece. Al­
though it is available in both mono and stereo record format, it was conceived for 
t e spatial effects possible with four channels and is also available as a four-channel 
tape. 

The first section is purely electronic, with continuously fluctuating frequency 
modulated and amplitude modulated sounds which emerge and submerge, con-
tantly dissolving mto the fluctuating texture. There is a short silence and the second 

section begins with a barrage of electronically modified concrete sounds, in pan 

tlonTs "T u- Ta* a d— concrete compos,-
tronic th dVery • „ T7 aCtiVe' A Sh°rt Silence d^ineates the ethereal elec-
much attenrSeCt,°n' S°UmiS reverberant• messed into the space with 
flanging ^ ^ ^ h-d-manipulated tape 

Mesa (1966) 

his'new modernT^ C°mmissi°ned * Cunningham to compose a piece for 
ntghTm ul™ COT C°MP0S,T:0N' ̂ • The -ult of this first piece for the Cun-

instrument, played byPDavid Tudo""' ̂  band°neon' an Argentine accordion-like 
The character of this piece is one f S°n'L'COnso,e> °P<™ed by Gordon, 

sounds interrupted by occasional b ° ( SUStamed graduaIIy changing complex 
deals with inharmonic sound spectrum^ ° CXtrCmely loud sounds- Another aspect 

through different loudspeakers in the spTTT I de°̂ eS ̂  
laboration with Doctor William Rihh ' T "CW CirCUItS des,gned in Co1" 
which served to extend the d • ^ WSS Vo,tage Controlled Attenuator 

The genera 1 confieurat TT ̂  °f the SyStCm even '""her. 
ferent ft -h six microphones having dif-

side. One mike on each side is routed" ̂  °f ^ bandoneon' three Per 

mixed with one of the rwn • • °.t ° circuitIT °P the opposite side and is 

with a total of four channels. Th^t^u ' "d 'g^1118 ^ Unmixed mike Per side' 
channels are outriggers The sound • nne,s are Pr'mary; the two mixed 

hC S°Und modlhcations include frequency shifting, mul-
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tipliers, amplitude and phase modulation, voltage-controlled filters, voltage-con­
trolled attenuators, and time delay, the latter being achieved by subjecting the VCA 
[voltage-controlled amplifier] control signals to frequency-sensitive thermal-delay 
circuitry. Logic circuitry serves to route the control signals and the program signals 
from one of the four channels to another. The control signals for the sound modifi­
cations are derived from the sounds of the bandoneon and are therefore termed "cy-

bersonic" modifications by Gordon. 
Place deals with alienation, isolation, and human anxiety. Although the perfor­

mance of the music for Place is meant only to co-exist in the same space and time as 
the dance, the uneasiness of the inharmonic distribution of rather harsh sounds 
from the modified bandoneon interrupted by the extremely loud outbursts rein­
forces the overall atmosphere. The constantly changing inharmonic distribution 

continually reshapes the listener's spatial perspective, continually shifting him from 
one "perceived" room size to another, thus totally disorienting the listeners sense 

of place. 

The Mographs (1962-64) 

TheMographs are a series of compositions for various combinations of pianos and 
pianists. Only one involves electronics, and is, in fact, the first piece using cyber 
sonics" that Gordon wrote. There are many sizes of Mographs-very small, small, 
medium, large, and more than one of each size (indicated by the year). Most o t e 

Mographs are notated conventionally. There is one exception, however, an t 
Medium Size Mograpb (1962). It uses a vertical notation with symbo s an a c 
teographic notation, similar to Laban notation for dancers. The sym o s a a 
specific physical gestures that the pianist makes in perfor ming—a pizzicato, j, 
a key, a harmonic, and so forth. The gestures are notated as either solid or °Pen" 
^•id, both the physical gesture and the associated sound are made; if open on y, 
gesture is made, giving a choreographic aspect to the piece. The crossing over 
k»nJs and similar pianistic gestures are all spec i f i c a l l y  notated, wit t e 
Pitches chosen by the performer within the range of specifier gestu njano 

The Mograph involving electronics, Medium Size Mograp 19 3 ' 
i°ur hands, is the first cybersonic piece. The piano is mi e an roue ^ 
Pressor-limiter built by Gordon, which has the unusualIdharacteris 1• foJ_ 
the initial transients to pass at full volume with an immediate sharp a 
°*ed by an amplitude increase and an expanded sustain as opposedo^enom 

^cf the piano. In essence the circuitry performs the 
'taper, altering the normal amplitude envelope of the piano. e r sounding 
Rations is played through a loudspeaker placed underneat 1 P he 
b°ard- A tape of a previous rehearsal is played simultaneously and ^ 
0riginal processed signal in the loudspeaker underneat t e p 
^ar, the mike picking up both the live and previously processed tape of p 
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ano simultaneously with the circuitry's processing of same. The tape also serves as 
a model for other players to indicate the correct adjustment of the electronic equip­
ment so that the envelope can be shaped properly. In 1963, when the piece was pub­
lished, the technical vocabulary was not able to convey that information easily to 
most pci formers. One final aspect of this series of pieces is their derivation. The 
Mographs are derived architecturally from seismographs, hence the pun "... size 
Mographs. At the time of the series, Gordon was working on a government project 
to determine if earthquake and underground nuclear explosion activities could be 
distinguished from each other. He had access to seismographs used in the study and 
based the contours of the pieces on the most interesting ones. 

Beam (1969) 

Beam is the first of three pieces using accelerometers. Beam was composed for the 
Cross Talk Intermedia Festival in Tokyo, Japan, in 1969. Its first performance was 
in the three-thousand-capacity Yoyogi gymnasium designed by architect Kenzo 
lange. The piece is for two violins or violin and viola. Each player is given a score 
with six double-stops, each to be played the duration of one bow length. The players 
wear "bow-arm coordinate sleeves" which contain accelerometers. The accelera­
tions and decelerations of the bow arm are sensed by the accelerometers. An analysis 
o these signals is made by the cybersonic modification circuitry which is also ana­
lyzing the sounds that are being played. From these interacting analyses is derived 
t e information which determines the pitch shift of the sound, the score number 
that is displayed on a digital readout which reads numbers one through six and thus 
indicates which of the six double-stops the player is to play next, and thirdly, how 
he sound is rocked back and forth in the space. This rocking motion derives from 

the deployment of two pairs of loudspeakers mounted above the space. Each pair is 
assigned one sound, and that sound is continually panned, or rocked, between its 

oTZndh'TTld;nt'y/r0m the °ther Pair-thus forming two parallel "beams" 
cu't d' 1 °VCk ^ m 1 C SPaCe' Originally Gordon had intended to wire cir-

try directly to the muscles of the performers, deriving pulses that change accord-

afitv of h°tn °n T fTSUC °f thC b°W-arm muscl"> ^e to the impracti­

cal im r ' S'eeVeS" substi««ed, and the 
W3S Tun The Piece iS ex<fuislte' conceptually with regard 

mersine the H SS u ^ with thc walking beam effect im­
mersing the audience in the constant double rocking motions of the sounds. 

Telepos (1971) 

STT2T/°r Cun™Sh- Dance Company is Telepos, for 

music is closelv^l td T * °ne °f the W in which the 

ree accelerometers which switch a resis-
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tance-tuned triangle oscillator (Signetics 566 function generator) via a matrix of re­
sistors, according to the accelerations and decelerations of the dancers. The acceler-
ometers are very sensitive, so that even when a dancer is standing still they sense the 
breathing and switch resistors accordingly. There are occasions when one of the re­
sistors in the divider chain puts the signal above or below the audio range or out of 
the passband of the transmitter or receiver, in which case no sound may be heard. 
The belts are configured so that if worn upside down there is one set of frequencies 
and if right side up, another, thus giving six different spectrums of frequencies. 
When the dancers exchange belts during the performance, they invert the belts. One 
belt transmits (in the audio range) directly to the orchestra pit and is routed to speak­
ers without modification. The second belt transmits signals with frequencies in the 
range of twenty thousand to forty thousand hertz and is shifted down any dcgtec 
desirable in the pit. The third belt transmits in the audio range but is demodulated 
and in the process puts out sum and difference frequencies. Therefore there are three 
different source characteristics with six different frequency spectrums. Generally, 
once an optimum condition is obtained there is no further manipulation of the 
sound during that performance, leaving the movements of the dancers to contro t e 
sound. 

Ambivex (1972) 
Ambivex is a live electronic piece which is the third to use accelerometers. In 
piece the cornet player, using a French horn mouthpiece and various kin so 
attaches four accelerometers to the fingers of his right hand. The initia pitc , p y 
whh a particular valve position, sets off a whole train of modification eJe"t ^ . 
P'tch is picked up by several brass instrument pickups inserted into to es ri e 
the tubing of the cornet. The signals are routed to digital circuitr vw it consis s 

frequency dividers at any whole integer division, such as an octave or a 

afifrh below the fundamental. The output is modified squarewaves. A ^^1101^ 
ness control sets discrete loudness levels. All of the control except or t 1 

the cornet player makes comes from inflections of the fingers. ie rc(lu 

Sl°n> the changes in loudness, as well as the stereo-spatial dep °ymCn*™ serves as 

Aerometers on the fingers. The fourth accelerometer on the sma g 
a Position sensor, sensing whether the cornet is held high or ow an 

Mother class of division. , , u,rt»r with two 
The circuitry is all contained on the right h a n d  and arm o ̂ e p a 

,nes trailing out on the stage to the amplifiers an spea • er ' stQps for ten 

Sound, and there emerges a section of thunderous soun . rliration and per-
twenty seconds, adjusts the digital circuitry for a different conf a 

aPs changes to a different kind of mute (made of virtual y any ^ a dif. 
ength of plastic hose) and initiates the next thunderous soun h j 
erent character due to the changes. There is a continual disruption 
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stops and new programming is entered into the circuitry. There is also another 
sound present: the sound of a cassette tape which contains sharply articulated har­
monica outbursts, not loud, which cue the performer as to his or her whereabouts 
in the piece. These sounds come from a third speaker, audible to the audience and 
integral to the piece. The sound emitted from the loudspeakers is thunderous, very 
low-pitched due to the dividers, and composed of modified squarewaves—odd har­
monics, but put through resonant filters. 

It is a very theatrical piece—with all of the electronic gadgetry visible on the right 
arm and with the dichotomy of a gentle little cornet (with odd things stuck into its 
bell) making the very low, very loud, very uncornet-like sounds with the sound of 
the harmonica cue-track bleeps surfacing now and then. 

Pepsi Pavilion (1970) 

Gordon s technical innovations have always been well integrated with his musical 
creativity. As early as 1958 he and Bob Ashley built their own independent studio 
in Ann Arbor, the Cooperative Studio for Electronic Music. He has also designed 
special equipment for John Cage and David Tudor for the Merce Cunningham 
Dance Company performances, as well as his own cybersonic electronics. 

In 1970 Gordon designed and built the sound modification device for the Pepsi-
Cola Pavilion for Expo '70 in Osaka, Japan. The project, coordinated by Experi­
ments in Art and Technology, was an international collaboration of over seventy-
five artists, technicians, and industries. The pavilion consisted of a hundred-and-
twenty-foot-diameter white plastic geodesic dome surrounded by artificial fog. The 
interior of the dome was a ninety-foot-high hemispherical mirror dome. There were 
asers an other optical systems, a heliostat sculpture, and numerous other elements 

contributing to this remarkable event. David Tudor and engineer Larry Owens de-
ve ope t e overall sound system and speaker distribution system and Gordon took 
responsibility for the sound modification device. 

The general sound system took the form of eight summing amps with four in­
puts each. The outputs of the summing amps were divided into two groups of four 
and routed through a four-by-four switching matrix which was either manually 

e or contro ed by a punched-paper tape programmer. The eight outputs 
were interfaced with the sound modifier which was an eight-in, eight out dev.ee, 
containing three modifications in series per channel. Gordon used the Motorola 

w k u T r "  £  b U i l d  t h e  e n t i r e  c i r c u i t -  h  i s  a  < w o - q u a d r a n t  m u l t i p l i e r ,  
winch had been designed for video switching, giving it a very broad bandwidth with 

modu ar 7 7 77 ^ S'Sna' ™ ab'e IO be fr «̂̂  modulated, amplitude 
modulated, and/or filtered; bypass circuits allowed only one, two, all tLree or no 

oper td mT T b Channd Kad tWe'Ve CO"trols which — —"v 
channel hav '" b i'TiT"" °f ^ m°difier> with the h«h Pass ** 
channel having a shghtly different cut-off frequency to allow for I greater diversity 

118  
Music with Roots in the Aether 



when all eight channels were used simultaneously. The system was highly flexible. 
A signal could be processed and reprocessed either by being fed back through the 
same circuitry or through that of another channel. 

Following the eight channels was the audio switching matrix which switched the 
eight signals in sequences according to a sequence program card to the rhombic grid 
of thirty-seven loudspeakers placed behind the mirror dome. The timing of the 
switching was controlled by hard-wired programming cards, a number of which 
were available, but which individual programmers could make for themselves if 
they so desired. This type of programming allowed origins and movement of 

sounds from point source, line source, and field source. 
Unfortunately, after one month's operation, Experiments in Art and Technol­

ogy, at the request of Pepsi-Cola, turned over the programming and operations o 
the pavilion to Pepsi-Cola. Only a few programmers were able to make use of t e 
system within that time, but David Tudor did produce a number of pieces using 
modifier. They go by such titles as Anima Pepsi, Pepscillator, and Pepsibird. 

Conspiracy 8 (197°) 

Conspiracy 8 involves the live interaction of two to eight performers on u g 
nated instruments with a digital computer. The first performance was 1 * 
cial Intelligence Laboratory of Project MAC at the Massachusetts Instituteo 
nology. It was done in collaboration with Stephen Smolier, a computer ex , 
MIT'S PDP-6. The second performance, at the Guggenheim Museum in 
City, used the same computer via a remote terminal connecte y ata1 ^ 
the advent of micro-computers the piece can now be done virtu^ Y a" ce ac_ 
computer is fed information by the teletype operator regard ing t ie pc 
tivities—how many are playing at the time, ct cetera, and then tt m 

according to a basic program, and sends back '"p^TpeTformers how to behave, 
computer determines what the activity is it tel s p Qnr;al situation re-
and they can choose to give in, resist, or make ^ computer trying 
ambles that of the Conspiracy Eight courtroom in ^ ̂  in the court-
t0 influence the events but having limited contro simi hazardous condi-
room. As Gordon states, "It is a theatre of communication u" ^ regulations are 
tl0ns- In an interaction of diverse personalities t e orces o ^ ̂  ̂  democratic 
"either predictable nor necessarily just. T he viability an sur ^ . allegiances, 
ensemble implies (virtually requires) a condition o cons ai ^ ression." The pro­
mising unresolvable questions of conspiracy, and reactior ^ jnteracting not only 
cess continues throughout the performance, with t ie con p ^ ̂  sonic input to the 
as ^personality in its own right, making decisions, ut display instead of a 
Performance. Had the display been a CRT [cathoc e rav a teletype is 
teletype, its input would have been visual, although the op 
mther theatrical. 
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It is interesting to note that in this piece Gordon probably has the least amount 
of control over sound content than in any of his other pieces. His only control is 
that allowed in the process when he participates as a performer in the piece. 

Schoolwork (1970) 
School-work is a continually evolving piece. It originally consisted of Gordon per­
forming on the musical saw alternating with his reading of grossly racist statements 
that he had found in his elementary school textbooks. It is interesting to note that 
t ese same stereotyping textbooks, slightly updated, are still used in the Massachu­
setts school system. The quotes have more recently been replaced by various folk 
instruments including the bowed psalter, bandoneon, piano melodica, and harmon­
ica. The structure and content of the piece are not notated, but taught by one person 
to the others in folklonc tradition. In some performances Gordon uses a tape of a 
previousperformance made in Stockholm with David Behrman and Kathy Morton 
p aying bowed psalter and piano melodica along with the saw. This tape is played 
t irough a speaker which is not visible to the audience. It is played very softly, about 

a the vo ume of the live saw, so that it forms an echo. The tape runs continuously, 

k 77 accor 'ngtosto»ed information derived from the saw, so it is not always 
heard. The tape ,s otherwise unaltered. The piece is very delicate, Gordon's partic-

ar use of the musical saw is very beautiful, as is the inherent timbre of the saw. 

j e 15 °fteLn the "]cn^e of not being able to distinguish which instrument is pro­
ducing which sounds when in ensemble with the other folk instruments. 

Some Voltage Drop (i974) 

' HVe perform— »™ruct that is expandable, variable in 
ious nieces fr TTg *" ^ CXiSting reSOUrces' h is eonstructed of var-
s we l as ec TS m W°rkS SUCh " Amh>™- -d Schoolwork, 

fori coml t mStmTe"tal Pie«s' Which are put together in such as way as to 
Son™ ATU TCAI ueatre CVent- The first Perf°nr,ance was in Paris Jth the 
evenLtand .ncL ;'^ ^ d'AUt°mne 4 PaHs <»*>• It lasted an entire 
f o r m e d l n  N e w . T *  ^  ^  
ments and was much shorter It has becom""* d°"e W'th d'fferent ^ 
old and new, into a complete entity of variableTengl'""8"""8 elememS' 

Wooden Pajamas (1973) 

SiL'tz KR:;Z: T.° ::TT—»* • **> 
morning of his death STI 1 ' AII eSjIon rom a United States journalist, on the 
Here in wooden pa^ats T^ ° 7^ ̂  ̂  - out of 
compromise if the armv we ' °rreSp°n cnt had as^ecJ Allende whether he would 

the army were in revolt and there were tanks in the streets. Gordon 
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was struck that the idiom "pijama di madera" in Spanish has the same implication 
as "wooden pajamas" in English, and he composed this piece in two weeks' time. In 
the original performances of this 3 ' 20" tape piece, the introduction was read live in 
the local language, but subsequent performances include the text, read in Spanish, as 
part of the tape. The sound sources, drums, are treated with no other electronic 

modifications than multi-tracking with speed variations. 

Equale: Zero Crossing (1976) 
In 1976 Gordon was commissioned by John Adams of the San Francisco Conserva 
tory to compose an instrumental piece. He chose seven disparate instruments, vio 
lin, flute, clarinet, sax, bassoon, cello, and bandoneon. Traditionally an equale is a 
genre using a number of the same musical resources such as four trombones. In t is 
instance Gordon used disparate instruments but was interested in achieving an 
equalness, a balanced relationship among them, not necessarily at any one moment 
in the piece, but rather over time in the overall structure. The zero crossing conccp 
has to do with the avoidance of one pitch class in the piece. The avoide Pltc 

as the pivot point—the melodic lines continually cross that zero point 

pitch that remains unstated until the end. 

Passenger Pigeon (1976) 
Passenger Pigeon is a live electronic performance piece using an analog sy ' 
with keyboard. A tape is played only at the beginning of the performance. g 

Venezuelan music students improvising on coke bottles a n c  spira note ->00 
provide the material for this introductory tape sequence. T ic puncip e o 
lsre'ated to the title. The passenger pigeon was a North American lr 
populous until the early part of the twentieth century. As t e ™ e 

"settled," the passenger pigeon suffered the same fate as t e ui a^a. ^ 
merely for sport, the last having died in the Cinc.nnat. zoo in 1914- 1 
*e piece refers to genocidal policies and to the implications of dechmng ^sources. 

in Passenger Pigeon Gordon requires a specified musica resu , ^ ̂  ̂  
P'exity of sound and continuity within an evolution from t e eg ^ ^ 
»f the piece. He specifies what has to be achieved and how one g ^ 
Us'ng all of the modules in the synthesizer in a very e a orate p §o tjiat 

°ne performance to the next, the performer must eliminate ^ ^ Gordon's per-
llas diminishing resources to accomplish the specific music £ormances before he 
iormance of the piece he has achieved up to eight or nine p ce-{jepiete<l ver­
bid no longer make the piece work, ending up in t e mos keyboard, and the 
Sl0n Wlth °ne oscillator, one voltage controlled amp i ier, issaca*lia and Horn-
P'tch follower. As with the Eleven Note Pieces an eci ^ ^ performable by 

Gordon made this piece for himself to perform, a t g j pitch follower. 
°thers who have access to a standard analog synthesizer 
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Earheart: Flights, Formations, and Starry Nights (1977) 
Echo-BDC (1978) 

[Two pieces, predominantly on tape, for the Portland Dance Theatre] 
During the period of 1977-78 Gordon composed two large-scale works in col­

laborative efforts with the Portland Dance Theatre. The first, Earheart, is a one hour 
and twenty minute long production which involves Jann MacCauley and other 
members of the Portland Dance Theatre as choreographers, Tom Robbins as author, 
David Cotter as sculptor, and Gordon Mumma as composer. Although Earheart 
does not follow a narrative idea, the text which Tom Robbins wrote and which he 
reads live in performance is in three sections. The first refers to Amelia Earhart, the 
second to relationships of pairs, and the third is a series of parables about Marilyn 
Monroe and Vincent van Gogh. The work uses sounds of both electronic and acous­
tical origin and uses both tape and the live performers Gordon, playing bandoneon 
and musical saw, and Tom Robbins, reading the text. There is also a tape version 
which includes the live performance segments. This piece and the following collab­
orative effort, Echo, are not intended to stand alone as concert pieces, but are inter­
nal to the performance context. 

Echo again was a collaborative effort, this time involving Jann MacCauley and 
ot er ers of the Portland Dance Theatre as choreographers, scenic designer 

an, an °rr.^.n<* designer Peter West. This visually extravagant work of 
one hour and fifteen minutes duration is full of nineteenth-century stage magic with 

e sur aces and projected imagery which continually change during the per-
ormance. Pandor was involved with the idea of visual echo and Gordon with that 

o sound reflections (the reverse of the usual relationships). Gordon worked with 
oppler shifts and structurally with canonic structure and various symmetries both 

over time (horizontally) and vertically. There are four large sections of the work, 
each very different in character. 

Cirqualz (1980) 

M2C!̂ Z f T°" T Piej" Whkh Was missioned by choreographer Jann 

b rh?ee cua 7 T Tu C'^ M-Cauley suggested a piece 
mld bv ht r6; IT*110" reqUCSt G°rdon fulfilled •" » most subtle fashion, as 
us b nds a Tf g PleCe' ThC S°Und SOUr«S arC ™s and tags front cir-

" rCh TUrCeS aS Beeth°™* and Strauss' EilHeldenle-

ahhoufh the son d " reC°rdmS ̂  tHe composition processes and 

subde reference^toTt" °f the ^ is ^ a 

and composers, Gordo" Mentions ""I5, f°Und re'ati°nshiP choreographers 
ing, as the composer told the ch ' " Clrqualz is about heroes, includ-
requests." reographer, composers who respond to last-minute 
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Eleven Note Pieces and Decimal Passacaglia (1978) 

This set of twelve pieces written for harpsichord takes about seven minutes to per­
form. Each section with the exception of the passacaglia is dedicated to "cherished 
friends or esteemed persons," which musical reference either to the personality or 
the music associated with the person specified. Each of the eleven statements is ele­
gant, a clear and concise statement without development. Although derived for­
mally from the Baroque keyboard procedures of toccata, fantasia, passacaglia, in­
version and retrograde, the'pieces are twentieth-century with regard to pitch and 

harmonic content. 
The Decimal Passacaglia has no dedication. It is a play on the genre of the passa­

caglia, a structure with a repeated ground bass. The meter of ten is su IVI 
groups of three, making a long sequence of thirty, the ground bass repeating y 
ten beats. This presents a pseudo-polytemporal approach to the idea o t e passa 

glia.There are only harmonic variations, with the rhythm kept simp e, t e arm 

variations wonderfully strange and subtle. ,. , 
Although the pieces were composed by Gordon for personal use on his newly 

built harpsichord, the pieces have been presented in concert per ormance on var 

keyboard instruments. 

Pontpoint (1966-80) 

Work on Pontpoint began in 1966, following the premiere of Mesa. ^ 
namic range and continuity as its main aspects and secon ari y t at o 
hon. Gordon wanted, in Pontpoint., to further develop the ideas of 
trolled movement in space, spatial definit.on and locat.on using very c' X 
round sources-electronic! artificial non-existent spaces ,n which the movement 

sound would be synthesized. „ ^r;a;na 1 sound 
The result is the 16' 20" stereo tape composition Pontpoint. ^ ̂ 

materials are bandoneon and psalter. The effects of spatial modula 1 

careful manipulation of phase, amplitude, and frequency spc ^ ^ Jif-

Point is also apparent with up to three distinct voices moving confined to 

ferent directional and temporal patterns. The.SpT'aA"1°mbre loudness and spatial 
the horizontal and Z axes, but also occurs vertical y. ;tch'content is kept rela-
movement provide the musical continuity oft cw , can ^e discerned. 
tive'y simple in order that the carefully controlled spatia e jn mind, the 
Although Gordon made this piece with various listening envi 

roost effective is in a binaural situation, using headp one eacg separated 

Pontpoint's eight sections range from 29" to 4 22 in ^ Qnjy from psalter 
V between 11" and zz» of silence. The sections, a toug^ ^ statement is sec-
an bandoneon sound sources, are very diverse. spectrum being ma-
don four, with its sustained psalter, the upper harmonics 
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nipulated spatially, the resonant lower frequencies seeming to lie stationary in the 
center. The complex section seven has the greatest diversity within-loud areas of 
complex timbre to soft pure tones, rhythmical to non-rhythmical areas with loca­
tion modulation occurring on all axes. 

During the fourteen year gestation-period, Gordon was working with the techni­
cal aspects of the piece, processing the sound sources to achieve the effects he had in 
mind and building the equipment with which to do so. The completion of PoM-
pomt was spurred by a commission from Jann MacCauley of the Cirque Dance 
Company in Portland, Oregon, for a premiere on 14 March 1980. 

. .. del premier libro de los desaparecidos ... " (1982) 
This most recent work (The First Book of the Disappeareds) is for solo clavichord 
or harpsichord with electronic processing. The electronics are essentially the same 
cybersonic circuitry used in many of Gordon's earlier works but utilize current 
technology to achieve the same interactive logic. This equipment is now commer­
ce y aval able, making performances by others possible, which is Gordon's intent. 

e electronics involved in the piece modify the keyboard sounds and pre-recorded 
sounds according to information being received from the keyboard. The stored 
sounds consist of a wide variety of materials, substantially acoustical in origin. 

e music itself ,s attached to but not quoting directly from popular and folk-

Afr,cmUh'Ch rr nStra,ted by references to ** classical Argentine tango, West 

develon if h c a CUltUni1 S°UrCeS' The mUsical material is stat<:d and 
develops by the process of disappearing, either by mutating into something else or, •-ssss; «££r**T h i " " " " " •  " •  
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Landscape with Pauline Oliveros 





"I can feel myself changing" 

Pauline, does Rose Mountain Slow Runner have any ideas that you would like to tell 

us about? 

I'm glad you asked me that. 
WW is the musical idea behind Rose Mountain Slow Runner? 
Well, I haven't been working with musical ideas for a while. I ve been wor ing 

on my mode of consciousness. And the result of the mode is the music. So, I ave « 
task to do. And in the case of Rose Mountain Slow Runner, I have to give up my 
intentions as far as the sounds are concerned. As I am listening, if an intention a 

I have to wait until I have no intention and then the sound changes rom t 

involuntary. ? 

Does the initiation of the sound that you make come as a icsult of no in 
1 have to reach a state of no intention. I have to begin after the egi b 
How do you attempt to reach that state of consciousness? Is t nit intcntiona 

Abased on some other mode? . . . a:rprte,A 
To reach that mode of consciousness is intentional, so my intention 1 

toward the task. t  cn„hirh the 
Your will is directed toward reaching the state oj consciousness out o 

wusic will come involuntarily? 
Yes 
Did you come upon that state of consciousness as pat t oj y our d ) f 

cover that it produced music, or  did you search for it? ,f  about I957 as 

It s an ongoing search. But it comes from a task tha microphone in 
a resuh of listening to recorded environments where wou p Ancj j real-
my window and record for the length of the tape and t en p ay-i ^ l istenjng to 

lzed that I wasn't listening to very much. I then gav e mysc ^ fenjng. So, as I be-
everything all of the time, and reminding myself when I wasn t ^ began to lis-
came more and more aware of listening, and bringing myse ^ nansion in both di-
ten more inwardly as well as outwardly, so that there was; a activity of framing 
recti°ns. I realized very slowly over a long period of time t a aCtjvity produce a 
a Performance and the intentions that accumulate aroun Lecame bothered by 
cenain anxious kind of mode, and I became bothered by t a . instanCe, all the 
1 c flurry 0f activity and how it tends to mask so many t ing . ancj so Qn. 

sounds that we're hearing right now, the creaking an t :fu ajj Gf the time. I 
' t h a t ' s  a  p a n  o f  t h e  r e l a t i o n s h i p  t h a t  I  h a v e  t o  w o r k  w t t h  
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gradually realized that I had to learn to bring that kind of listening into the kind of 
music I was making. And that intention produced a particular kind of feeling. 

We seem to be governed by the morality of not wanting that feeling of anxiety 
that you mentioned. It seems to me that that might be the reason we recognize you 
as an artist: because you make that feeling clear to us. There must be a morality pro­
ducing the antipathy toward that feeling that you don't find in composers of, say, a 
hundred years ago. Do you know what I mean? It seems like that in the music of a 
hundred years ago you get the idea that music very often glorifies those anxieties. 

Well, I think I would put it another way, and that is that the composer of a hun­
dred years ago had a clear function. 

To be anxious. 
Not to be anxious, but the function of his work was clear. For instance, Bach 

writing for the church. Certainly there was anxiety coming out of the performance, 
but the function of the music was clear. 

I was suggesting that people must have valued that anxiety because you hear the 
anxiety in the music, and you sense that that must have been a valuable sort of feel­
ing. There must have been a value to the feeling of anxiety in order to have it so 
much in the news. So if your music is about a state of mind, or a place in your con­
sciousness where there s no anxiety, you'd only be at home in this time, don't you 
think? 

I m not suie I can agree with the idea that you've developed about anxiety. I 
think that anxiety comes through in certain kinds of music. 

It's not in your music. 

No, I know you didn t mean that. But I'm projecting it in other music. What 
we re talking about has to do with the kind of performance anxiety that I had. Also 

r 1° r-r ^ a° anx'ous movement in the music that I wrote at the end 
o the fifties, and all through the sixties there was a sort of a dissolving and a work­
ing wit t at kind of anxiety. So there are two things for me, and one is the move 

to t is me itative work and the idea of changing my own consciousness as I work, 
he second has been the theatrical development, where I work with materials other 
an just soun . tsa disorientation of the audience's role with the music, and a 

drawing away of attention from simply soundings - a drawing of attention into the 
situation and the boundaries of the situation. 

Do you feel that this situation that we're in right now is anxious? Was it achieved 
m a way of meditation, and of non-intention? 

ther?we'nly ^ pa"icularLinteraction has a certain amount of premeditation, but 
the ewe no guarantees about how we would talk, or what we would talk about. 

ques^ons wouTdS " °f a fra™- but I would rather not know what questions would come up, for instance. 

I  Z u l d f r  ° t h e r  ̂  t h e  ̂  t a l k i n g  n o w .  
would rather not know in order to find out what is in myself and what would 
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come forth at this point. And that's very much related, I think, to the way that I'm 
working. I'm trying to find out what is there, rather than trying to guarantee some 

panicular thing in advance. 
Why did you choose your voice, and how is it involved in the area of sounds that 

you work with? 
Because it's very direct; it's a direct connection with the inner world. This is 

where I can manifest what is occurring within myself without a translation from 
myself to an instrument. Although, in Rose Mountain Slow Runner, I m using my 
accordion, which has been part of my life for over thirty years. 

The accordion seems like part of you. 
It has become that. But a lot of the work that I've been doing has been involved 

with just vocal sounds—the Sonic Meditations, and so on. 
I know. I loved the welcoming piece that you did here at Mills. Two years ago I 

think? 
The Greeting Meditation. 
I thought of it as a welcoming. 
Yes, it is a welcoming. , 
It's such a beautiful effect when you walk into the room and you hear the sound 

that the people are making. You think that you We just walking in synchronously with 
the people who are making this beautiful sound. It s as if you found t e soun , y 
know? If everybody who walks into the room has exactly the same expenenc , y 
know that everybody sitting there is your friend in that experience. 

Right. 
It's so nice. , . , , . 
It's interesting to see the different things taking place. And it does wor « 

way. Exactly that way. The Greeting Meditation is a key me itation e 
wanted to find a way to change the atmosphere immediately. To set UP * 
immediately, rather than a person coming in and just norma y going an , 
seat, sitting down, and waiting for everything to begin. How oyou ot a 
directing the person? And this was the way to do it. I had . wonderful ^recently 
when I went to Pennsylvania, because I did a translation of the Greeting ^ 
Rather than focusing on a tone and then singing as people came in, w rson 

did at Mills, I decided to wave. So I was sitting on stage and I waved to ev y 

that came in. The reactions were wonderful. 
You waved alone? 
Yes, this was my solo translation. . »•» jnnUjng 

Did the audience get involved at all? Did they do anything strange, like g 

around? 

Yes, looking around, trying to figure it out. 
Oh, that's exactly another version of the piece. ^ 
Why did you choose the name Rose Mountain Slow Runner. 
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Rose Mountain Slow Runner. That's a long story. 
I want to hear it. 
You want to hear it? 
Every word of it. 
You want to hear every word of the story? 
I don't want you to spare me anything. Don't spare me one iota. Okay, let's go. 
Well, first of all. .. 
I'm happy. I am, I'm happy. You know, you always say, oh well, when people do 

music they get happy. I'm happy. 
So you're doing music? 
I must he, I m happy. That's what they've always told me. Go ahead. 
Okay. The song is non-verbal. That's very important as far as this particular 

work is concerned; somehow words are too specific, but sounds are more direct. 
Again, sounds simply don t have the associations that words would set up. So if I'm 
successful in my task of giving up intentions, whatever emotional states I might be 
experiencing will come through in those sounds. The song may change. It may 
change during the course of the song, and something may arise, or it may change 
from time to time. The song came as a result of various experiences that I needed to 
work with, and it was a way of channeling feeling, and channeling it directly. Rose 
Mountain is the name of a friend and Slow Runner is me. But that's only part of it. 
Rose Mountain, of course, is a beautiful image; Slow Runner is ambiguous because 
there are runner roses. So the image then can build and it will depend on your own 
reaction to it. But the title itself is a meditation. The image for me is the mountain 
which is a spiral of roses, slowly spiraling. 

It s funny. We re so much alike. I've always thought of myself as a slow runner too. 
When I was a teenager I had a red corduroy hat and on the hat band it said "I'm 

slow but sure." 

You gave me an amazing idea. When you were talking about the unarticulated 
soun s of the music being direct and articulated ones being indirect, it somehow sug-
geste to me t at that s the contrast of relative directness between, say smelling and 
tasting, where smelling is so much more direct than tasting. There might be bands of 
ee ing in our ea structure, and anything in the band of the ears and nose would 

seem to be more direct and anything in the band of the mouth would seem to be in­
direct. 

Well, of course I spend most of the time trying to get out of my head. 

other people 'P otherP'°pU's music now f Do you listen to music by 

It certamly isn't systematic. It comes from proximity. I'm not interested in trad-
ng tapes very much. I find that so much of the work involves the real presence of 

the person and you don- get ^ jn a documem Sq ^ ̂  b£ 

the activity ,s taking place. And part of the reason that you told me that 
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you're doing this documentary is because we've missed so much of each other s 
work. We hear the legendary commentary and we hear descriptions —which are al­

most more valuable than a recorded document. 
I agree. 
The transmission of the feeling of the event. So, that's one way that I keep in 

touch with what other people are doing—through the network, that grapevine. 
Have you recently considered the idea of trying to produce a recording ? 
Well, I've never really tried to push my work, or to push my work through re­

cordings, and as you know I have several recordings. The only ones which I m really 
satisfied with are the two which are of electronic pieces. The recording medium is a 
fairly good way of documenting that, but those were from the middle sixties, an 
the work that I've done since has been less and less suitable for recording. It ta es 
place over space, and it's a theatrical activity that requires presence. It's very diffi­
cult, as you are well aware, to get a truly good document. And also, realizing t at 
that's exactly what it is: a document, not the event. 1 m not particu ar y inte 
or worried about preserving my work; I'm interested in doing it. I m interest 
the event that we're involved in and how it can change me or how I can ea 
myself from it. I'm interested, Bob, that you mentioned our likeness. *"eme 
hearing about your work, oh, ten years ago or so, and I would isten to t e 
your pieces like Public Opinion Descends Upon the Demonstrators, or J 

man. You were one of the only people I knew who was using images for titles, an 
images for pieces. I felt that was a kindred sort of link between us. , . , 

I've always felt that very strongly. Do you think there s any sort of si.a e 
or emotional state that you and the other composers in Music wit oo 
Aether» have in commonf For instance, if you thought about it you might sa, that 
your music had for a while concerned itself with "sadness, or somet ing 
kind of verbal equivalent. Does that enter into your considerations about your music 

It might enter in after the fact. But mainly I was always concerned about what I 
was doing, and the way that I was dotng it. So I think that even though I wasn^m 
volved with what I'm now calling meditation, I was always intcrcste 

positive; he wants it to give only good feelings. That reminds 

tame from some attitude that was, say 'sad," a^J°^ °°0ffr identify your music 
spect, you might be constantly trying to leave that. y 
in that way ? 
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Okay, that's interesting. Going back to Rose Mountain Slow Runner . . . cer­
tainly I would resonate with Terry in his feeling of wanting to be positive. But, 
again, I'm approaching it through my attitude and the task. I've spoken about the 
emotional states that can come through the task, so again, it's work on myself, with 
the idea that the results would be positive. 

In the form of improvement or something. I thought you must feel that because 
you project the appearance of welcoming change. 

Well, yes, I welcome change, although I find it very painful. 
Like grief. 
But we agree to do these things. 
Do you have any more questions for me, Bob? 
I was wondering if you could identify the source of what you We feeling right now. 
You're talking about the character that's developing? 
I didn t even mean to refer to that. I was asking whether you could describe your 

need to do what you are doing right now, because that need would be so universal. 
Do you understand a little bit what I mean? [This talk is taking place during a per­
formance of Unnatural Acts Between Consenting Adults: a collaboration with 
Carol Vencius. Carol is "changing " Pauline through the use of make-up, wig and cos­
tume from one image to a very different one.] 

No, I think you'd have to explain it to me. 
Well, if there was some way that we could have a video tape of the daily life of 

1 L ^Zt.eCS °r a vl<^eo taPe °fthe daily lif? of any culture, the video tape would always 
show the same thing, wouldn't it? It would show the people changing themselves in 
some? way. And I was wondering if you could explain that feeling. Why do we do 

Why do we make these changes? My immediate response is, to learn more, to 
move, and to feel the movement. 

felibfofef ^ SltUati°" tha,y°u're'» n°w. d" you feel somehow lighter than you 

Lighter? 

Lighter, yes, or more substantial, or less. Do you know what I mean ? 
an interview situation, operations are being performed, and a performance 

is going on outside of the talk we're engaged in. And I can feel myself changing; I 
can eel myself changing inside as we talk. As the interview expands I remember 
how we began and feel the change that has occurred with you-your initial dis­
comfort of finding how to center on the interview, on the talk. A lot of my early 

contexT TA And it was involved in putting myself into 
do I fo d r'h t0 make S°UndS that 1 didn>t ^erstand or know how to 

toVeatltr Z^Zŝ r:{ SUF a t re that 1 would ha: 
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to seek out more comfortable situations and activities, but I ve never been satisfied 
with my work if I find myself becoming too comfortable. 

If you were asked to give advice to young artists these days, could you give it? 
Advice to the young artist? I think that I would find that very uncomfortable. 

The only thing that I could do would be to reveal my own experience. But then, I 
didn't recognize good advice until after I'd gone beyond it. 

Yes, I understand. 
You look back and recognize that you had good advice and you had bad advice. 

Are you ever asked for advice in that sense? 
I think that it sometimes happens directly, and sometimes indirectly. Peop e 

want to look at you and find out what you're doing, so probably your behavior is 

the advice. , 
It seems to me from the way you describe your music of a while ago, that there 

must have been a time when you weren't thinking about music the way you o w 
you describe Rose Mountain Slow Runner. 7 here must have been a time of iscor y 
when you replaced the older process with the newer one. Was that a very sudden ex­

perience or is it still ambiguous to you? r , 
It was a slow process. There was a slow evolutionary kind ot process t at too 

place, and I was very conscious of the crossing point of the change I can character-
ize it by saying that earlier, through the sixties and up to the end o t e sixt , 
involved in improvisatory works and trying to find ways so that I would not know 
how to make sounds. That was a stimulus. But at the same time I oun my^e 

ing intentional sounds. I was intending to make a certain kinc o music . 
I gradually became more and more interested in the process o istening, 
came a time when I was no longer improvising, but 1 was attending to t e tas . 
it meditation because I was dwelling and staying with a particular thing and 
say, trying to lose my intentions in order to find a different mo e. o 
point where I realized what was taking place. And it was different territory, and the 
feelings that I had in making the music and in doing the me nations w men_ 
I think the feelings were more related to Terry's idea and the fee ing 

tioned about the Greeting Meditation ^ overwhelming force 
Can you see something in yourself that s hist fnrrPc PXist and 

that's been with you for a long time? I mean, we're taug tt at os 
t h a t  p e o p l e  m i g h t  l i f e  t h e n  M e  l i f e  n r u g g l i n g  a g a t n s t S h e  
pottc sL Jar somethtn, like that. We have heroes Who have ẐSlS 
hfe working with an idea. I was wondering lf they eyery often the theater 

Yes, I think so, and it's shown up in my wot a ^ ^ ̂  theamcs and 

pieces that I've done have been quite bizarre, w rrnssine point. 
then a change of mood into some kind of disorientatton. Aga.n, a cross, g p 

Within one piece there are both things? Y men-
Right, both things. And within myself there's the env.ronmental pull. You men 
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tioned struggle: the way I want to be as opposed to the way the environment or so­
cial environment intends for me to be. I think that trying to keep myself centered to 
meet that has been a sort of overwhelming force, and that it's representative of what 
I've been saying about the improvisations, the situations, and the tasks. 

I'm interested in your statements about the improvisations because I didn't see 
any of them. I had heard about them, but I didn't know how they fit in with what 
you were doing. 

Well, all the time that I was working with electronic music, the whole task for 
me was to find a way that I could improvise in a continuity. And when I was work­
ing there were no synthesizers. So I was working with equipment which wasn't re­
ally designed for playing in the way that I 've been talking about or wanted to do. I 
had to find a way to play the studio, which was the old classical studio. So I found 
ways of setting up very unstable electronic situations to work with in the studio, 
which again would give me the condition of having to understand as I went along, 
or not understand what to do. 

I understand. 
You understand? 
Just now—just this second. 
Just now? Have you gotten the message? 
I just got it. 
You got the message. 
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Shedding another Skin 

by Margaret Ahrens 

The highly personal, emotional, and psychological nature of Pauline Oliveros mu­
sic is an assimilation of three periods of experimentation: 1951-62, colonstic exp o-
ration; 1962-70, electronic/multimedia work, centering around tic atmosp 
the San Francisco Tape Music Center; 197° untilthe Present' metaPhTSICal de™ °P~ 
ment. To understand this evolution it is necessary to understan er music 
ical growth, and to recognize those characteristics which have always been present. 

From 1951 to 1962: Coloristic Exploration 
"Most of my work is rooted in improvisation and primary process imag y 
ginning composer, I searched laboriously with the aid o a Pla"° °r 1 e j 
heard. This was a kind of slowed-down improvisation. As I heard P 
wanted, my mind constantly formed images of the instrumental colors wanted^ 

From the beginning, sound quality has been a primary concern. [ 
quotes are Pauline's direct words from conversations, her essays, or 

In 195., Pauline began at the University of Houston studying composmon w 
Paul Koepke. In ,95a she moved to San Francisco and began formal study with 

Robert Erickson. Erickson influenced her work in speci ic way 

He reinforced my interest in sound quality, he encouraged 
pieces, rather than rationalization, and he introduced me to 
rhythm which shifts, expands, contracts, and is not peno ic 1 

The pieces from this period are primarily instrumental 
mental color and rhythmic diversity. They use an cxt^s' ^ sQUnds she 

niques. She extended the possibilities of pointi is p partic-
Heard, showing an early interest in the psychological properties inherent p 

ular S0Und- . • 1 • from a performance of her 
In 1961 Pauline received her first cntica atten National Prize. In 1962 

Variations for Sextet, which won the Pacifica ^ poreign Work 
she won international recognition by wl"ninS a 1?!^ for Sound Patterns, a 
awarded by the Gaudeamus Foundation (Bi t oven, ^hstract vocal sounds 
work for mixed chorus. Sound Patterns had no text and used abst 
producing an almost electronic or sometimes fu -ore estra 
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My central concerns for time structure and tone quality were the same, however I aban­
doned precise control of pitch tor the first time in order to gain the possibility of com­
plex clusters of sound which would have been undoubtedly too difficult for a chorus to 
reproduce from notation of exact pitch. Sound Patterns was one of the first composi­
tions to explore vocal sounds in this way by a twentieth-century composer. 

The use of improvisation developed throughout Pauline's work. She describes it: 

Improvising for me meant manipulating sound materials without a preconceived sys­
tem, relying on the presence of internal nonconscious organization, then composing by 
reflecting and then extracting from an emergent sonic vocabulary. It was important to 
me to tiy and by-pass familiar patterns from my training, so as to find new ground. In 
order to do this I often would put myself into an unfamiliar situation, such as working 
with instruments I did not know. In this way my improvisation would be an explora­
tion, a discovery of how to make sounds rather than what sounds to make. 

With her interest in pushing sound beyond its normally assumed possibility, and of 
producing sound acoustically which many listeners mistook for being produced 
electronically, Pauline's next period of exploration was a natural progression. 

From 1962 to 1970: Electronic/Multimedia Experimentation 

Ini96i Pauline began an exploration with Morton Subotnick and Ramon Sender 
which grew into the San Francisco Tape Music Center. This was the first evidence 
of Pauline's desire, which is so apparent in her later work, to form a social bond to 

eve op music with others. In a time before voltage-controlled synthesizers and 
computer music systems were available, this group formed an alliance to explore the 
potential of electronic media and pushed the situation to its limits through imagina­
tive improvisation and theatrical events. Pauline describes the Tape Music Center 
thus: r 

This collaborative effort provided us and other, younger composers with the only ac­
cessible electronic music studio in the area at that time. We worked separately and to-
ge !er, influencing and reinforcing each other's interest in improvisation and theatrical 
materials Our activities included group improvisation, a monthly concert series and a 
meeting place for discussion with the many composers and artists-local, national, and 
international—who came to visit and work at the Tape Music Center. 

Pauline's tapes, theatre pieces, and multimedia works from this period are extremely 
iverse. lere are pieces written for mimes, actors, and dancers. There are pieces in­
citing sculpture, dance and music. Pieces for tape alone, or tapes with live per-

mixTw>h AT USC ramP!,fiCati°n °f acoustical/natural sound, often also 
comlr aF71Cati;nA°f:tSelf- TaPc dela^ technjq-s are developed to ultimate 

tenT ,7' 15 ; a 8roup of very witty and theatrical Pieces 

S thtpTriod! "  ̂PaUlmC deSCnbCS PieCCS m°St characteristic 
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Although I continued to improvise, perform, and compose using acoustical instruments 
and voices, my interest had shifted to electronic and mixed media of all categories. 

Three of the most representative works from this period are: 

Pieces of Eight (dedicated to Long John Silver), a theater piece for wind octet, objects, 
and tape, which contains the seeds of many of my later theater pieces. A San Francisco 
Examiner review by Arthur Bloomfield provided this description: A bust of 
Beethoven perched on a piano as Pauline Oliveros' Pieces of Eight unwound amidst a 
concatenation of alarm clocks, cuckoo clock, cash register, and assorted glissandos, 
blurps, and bellows from an ensemble of eight performers who looked rather more 
plausible than they sounded. The bust had a wretched expression on its face, as if Lud-
wig had just heard one of his symphonies played upside down, backwards, or maybe at 
sixty-two rpm. And we doubt if he enjoyed being paraded up and down the aisles, eyes 
blinking red, while feverish "ushers" rattled collection plates and organ music filled the 

hall." 

Theater Piece for Trombone Player (for garden hose instruments constructed by Eliza­
beth Harris, lighting, and tape). The sonic materials of this piece are an arrangement ot 
an improvised vocabulary developed in collaboration with Stuart Dempster, t e pe 
former. The vocabulary is arranged and mixed on tape in a sequence y t e compose 
Stuart Dempster has specific instructions for improvising with tape . y p 
habit of writing for friends has caused many pieces to be exclusively the characteristics 
of one particular person. This piece is the first of a series dealing with the virtuoso per 
former. It includes not only the personal sonic vocabulary of the performer but also the 
personal theatrical vocabulary of the performer. As such the piece is not available 

other performers. 

I of IV, a two-channel, purely electronic piece which is a solo studio improv_isat'°^n 

real time. In this work I proceeded to elaborate a strong menta sonic image, 
netted a special configuration of electronic equipment which would produce y . 
There was a climax in this particular improvisation of a eel.ng whirl;. hadTon be n de 
veloping in my work: that I was a medium or a channel through which, I ob erved he 
emerging improvisation. There is a careful continuation in this piece of the idea me 
tinned by Frankenstein (critic, Sun Francisco Chronicle) in St.muhtin, ^s To 
New To Be Named": that is that "the past becomes the substance and subject of impro 

visation," in this case through various tape delay techniques. 

In 1965 the San Francisco Tape Center received a Rockefeller grant^to 
®ork. The next year the Center was moved to Mills College w ere a 
d i r e c t o r .  I n  , 9 6 7  s h e  a c c e p t e d  a  p o s i t i o n  o n  t h e  f a c u l t y  a t  t h e  U n t v e r s . D o f  O , o r  
nia, San Diego, which she held until t98, These changing '-'"—JnaL m 
more pronounced interest in using and developing theatrica an visu ^ . 
her work. At this time more pieces were written for virtuoso P^^Zo biTs 
for viola d'amore (for Jacob Click); Double Basses at Twenty Paces 
Players,referee/conductor, seconds, and tape (for BertramTuretzky Hie WheeloJ 
Fortune for clarinet (for William O. Smith); and Aeoltan Partmons for flute, clarinet, 

violin, cello and piano (for the Aeolian Players). 
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It is common to all these works that the musicians' actions as performers and the visual 
elements are as important as the sounds produced. My concern with stage behavior and 
its unusual nature tends to disorient audiences, and is intended to bring about in varying 
degrees a new understanding of how to listen. It is also intended to disorient the per­
former and break stereotyped approaches to performance. At the same time there is a 
desire for the individual personality of the performer to come through and take a vital 
role in the music. Wayne Johnson of The Seattle Times writes, of William O. Smith's 
performance of The Wheel of Fortune: "The piece is fun and funny, but it's more than 
an extended gag. It adds up to a fascinating, entertaining portrait of a man who expresses 
himself primarily through his clarinet but whose expression and need for expression are 
shaped by many nonmusical influences." 

This period of Pauline's work was typified by: 

the need to form a group situation for mutual growth 

The San Francisco Tape Center became the very heart of the musical experimenta-
tion in the Bay Area. Because of its almost "communal" style of organization it built 
a supportive environment for all the experimental artists of the community, and be­
came a focal point where other artists could meet as well. Not only did the structure 
provi e a time and place for performers/composers to do their work, but it served 
as a reinforcing network for all involved. It created an energy, an audience, and 
brought together other artists who influenced one another. No artist works in a vac­
uum, and the Center really opened a lot of possibilities for experimentation. The 
k oup energy, the mutuality of a shared goal, is one of the primary factors which de­
veloped in this stage of Pauline's work. 

— the use of improvisation 

The improvisatory nature of her work was always strong, and it developed highly 
throughout the period. All of the theater pieces and the "personality," virtuoso 

r S W°r CCa"^e t'le freedom that each performer elaborates within the 
performance space. The use of improvisation allowed a much more exploratory na­
ture to evolve and change the expression of her work throughout this stage. Impro­
visation grew into experimentation with meditation. 

- the desire to continue to musically realize strong mental images 

fotave aU"ed 7̂  " 77? SOnk id"s'In h" work, she always seemed 
ZZL T f °' S°Und deS,red'In this P-iod began using the 
theatrical^7 a '" "J C°mro1 comP™tional decisions of both musical and 

sicaT^tann y 7 " P0^' or theatrical, often whini-
eVFtS; any °f Which ™Sht h»e d quite serious alone 

gethl Humor * 7 7°'™ ̂  wba SeVe"' were mixed to­
gether. Humor was used ,n a theatrical way to disorient both performers' and audi-
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ences' perception of their roles. To do this, "the unarticulated elements which have 
become part of the background in traditional music became the foreground of (her) 

theatre pieces." 

— the influence of equipment development and the technological advances in the 
sixties changed Pauline's interest to electronics and media in general. 

Equipment development along with the accompanying philosophical changes that 
were then happening in all the arts deepened Pauline's interest in multimedia possi­
bilities. This use of multimedia led to a desire to integrate different types of energy 
to define an environment and also to become aware of the many factors determining 
the types of stimuli and energy interaction within an environment. This occupation 
with integration seemed important in more than physical sense, and led to her inter 
est in exploring that principle emotionally and psychically. 

- the idea of "becoming a medium through which (she) observed an emerging 

improvisation." 

This idea began to be formalized throughout this stage of work and became t 
transition process from formal presentations of pieces into the idea o c^_ ^ 
one with the music produced." This evolution became a main focal point which le 
into the more metaphysical aspects of her next compositional experimentation 

With unfamiliar instruments or sound sources I could not rely on skills and ^ associ­
ated patterns. Instead I tuned to some continuity within myself which led my improv­
ing nonconsciously. I liked the sonic results of this mode no matter what mate a I was 
using. I found myself in some kind of musical borderland where guide ^ £ 
the ear led. Rather than thinking about what to do with sounds I was listen,no vhat 
sounds did. 1 became interested in listen.ng to one sound for a long time unt hts «n 
dency seemed to change, or my .mention would shift, or d.sappear Aogpte. becam 
tuned to myriad changes in the quality of sound and to my own psychophys.cal dynam 

ics. The work became increasingly meditative. 

1970 to the p re sen t-Metaphysical Development 

After the energy of the electronic/multimedia period of work C°mP . ^ 
Pauline began working in a style which can best be called ^exploratnum She 
seemed to move beyond the desire to experiment with technology o 
understand her own processes and to develop self awareness to a veryHm degree. 
This curiosity changed the entire tone of her work, although .«^happeneda very 
evolutionary manner. Her work became much more internalized, seefa g ^ 
change rather than an audience recognition, more me native, mo a 

fined and directed and much more concerned with energy tra expiorjng 
whole rather than primanly related to sound. Sound  became a means of exploring 

energy integration on many levels, rather than an en in itse 
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In 1970 Pauline organized the [Q] ensemble to continue exploring the psychic 
energy she had been investigating in sonic material. The group worked very inti­
mately for several years 

on disciplined states of meditation and ideas for expanding the possibilities of sonic me­
diation. The group was purposely all female in order to maintain a common, stable vi­
bration within itself to explore the potentials of concentrated female creative activity, 
something which has never been fully explored or realized. The group sonic mediations 
provide a path for constant rediscovery of each person's potentials in herself and in her 
instrument. By meditating together the members are able to reinforce each other's psy­
chic energy and sonic explorations and discoveries. 

The [QJ ensemble began as an exploratory society dedicated to both individual and 
group development. It derived its energy from group effort and was concentrating 
on producing an environment for the well-being of all present. It sought a more 

recognition of the elements of composing an environment, an integration 
with that environment by an introspective internalization of those elements, and the 
iscovery of how to alter or preserve or more fully develop the environment once 

one has allowed herself to fully perceive and participate within it. 
I remember the time I was able to participate in an evening of Pauline leading 

people in her Some Meditations. I distinctly felt that she was using the evening as a 
vehicle to allow all those present to create what I called "a next bond" bevond being 
single personalities. The meditations seemed to have evolved in a manner to develop 
trust among the participants and the desire to integrate each one's separate psychic/ 
emotional energy to create something larger than the mere sum of all present. The 
energy was a blend of sources, which once combined, changed its identity and was 
ecyeled to each individual. This seemed to change the energy each "sent out" again, 
ater receiving again, until a rather homogeneous nature seemed to preside over the 

environment. r 

dJrmi T™8 thC ^ °f my °Wn dCTeI°P;"g -terest in the factors which 
struZ" ' P°We; f V°Ca' I™'0- Whe" tHe [Q1 ensemble was first formed, in-
as , C C USC a ?n^WI.t voca' sounds to develop the meditations. However 

met of Z Pr°greT n V mStrUmentS WCre abandoned in of the develop-
nt of the voices of all the participants. I couldn't help wondering why Pauline 

taLteecnhTVatedhf°u 'T P"™" °f CO™P°-°nal «e by a" budtg 
mentthe^voice ^ the prjary instrm 

proIetsedTv Zb? "t mformati°n than can possibly be consciously 
mXpecL sure To61"' P^"3^ in ^neral as well as show-

perceive and/or empathize wnhanTther Onet f^h ^'° Cm°tionally 

are indicative of his or k u- 1 • speech patterns can often alter, or 
speech impediments infli ^ 1 ,mg Patterns- Negative characteristics, such as 
P mpcdiments, influence one's ability to interact with others. A voice's inter-
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esting qualities, beauty, or lack of either, control the readiness of others to listen, 
showing that the medium itself affects the impact of the message. 

When vocal sound is used in a musical application, the information produced is 
the most gut-level that it can be. It is the most direct instrument possible, providing 
the least possible filtering of a musical idea. And because such music is so highly 
personal and so indicative of a musician's whole being, it is natural that anyone 
acutely aware of vocal sound would develop the desire to investigate her intuitive 
nature, and want to explore the four interworking parts of her personality. 

Every human being is an integration of four natures, the spiritual, emotional, in­
tellectual and physical. None of these characteristics can be totally divorced from 
the others, and none can function independently. To ignore one of these aspects of 
personality creates an imbalance which allows a less efficient or less desirable state 
to exist. As Pauline became more aware and complete within her own sense of inte­
gration, she wanted to use her music to develop internal growth—physically and 

emotionally. 
Much of the experimentation in this phase of work reflects an interest in how a 

process evolves. The sound produced is a part of a larger process and is not the pri­
mary goal of meditation. The experimentation has developed her desire to com 
pletely recognize all perceivable factors of an environmental system and to be ab e 

to use and interact with that energy. 
With the developing interest of interaction and understanding of an energy sys 

tern, the formal sense of performance began to fade from Pauline's work. All people 
present at an evening of meditation pieces are participants, leaving no distinction c 
tween performers and audience. This appears to be a logical progression wit in 
work, for once one has discovered how energy is produced within a system, it 
would be reactionary to then fragment it, or not to use its full implementation, 
integration of performers and audience is a social commitment w IC a ows t 
growth and understanding of a process for all involved. It is a mo e o integration 
which is similar to the personality integration of the physical, intellectual, emot.ona 
and spiritual. It is an attempt to create "the next bond beyond the integrity o 

After the Sonic Meditations had been developed through the discipli p 
proach of the [Q] ensemble, Pauline wrote two sister pieces which exp ore ) 
taposition of several simultaneous meditations, Croz, and Crow //. Within Crmv 
several different types of meditators continue their meditations independently t s-
ing different media as vehicles for their performance. This gives an o ser 
'ng of being a part of a multimedia meditation. Seated in a man 

The Crow Poet dreams the poetry, and symbolizes the group's 
She is like an old grandmother who passes on the tnbal ceremon.es from g 
generation. Although she is no, too specifically directed to make any soundJ.er .mag 
ery is extremely important because she represents wisdom accumulated from pas, 
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She is illuminated by a lighting system which slowly cycles the meditation symbols: 
The Mirror Meditation people represent the dance element. 
The Single Stroke Rollers, the Energy Changer Dijeridooers, and Telepathic Improvis­
es provide the music during their mediations. The Energy Changer and Dijeridooers 
have almost a dual function because their meditations are based on listening to other 
sounds within the environment and creating sound to complement the environment or 
make needed changes. In this sense both types of meditators also serve a director func­
tion. 

The Heyokas are the comic theatre and also the children who test the environment to 
determine whether it can remain valid. Just as children examine and accept or reject ev­
erything of the tradition they are born in, the Heyokas through imaginative play prove 
whether the different meditations have the substance to remain during the distractions 
the Heyokas impose on them. 

The Crow Totem represents the sculpture element and also serves as a symbol of tribe 
unity. It is the totem which appears to distract the Heyokas after their mission is done, 
t is t e symbol which represents what the "tribe" reveres, and this feeling is strong 

enough to ward off interference. It is not true that the work of the Heyoka is not nec­
essary, ut t e energy which is well enough founded will be able to sustain the attack 
and survive it. 

The Crow Family and Friends are symbolic of the tribal energy which uses the cere­
mony to fulfill its needs. 

Although not asking direct audience participation, as in the Sonic Meditations, 
ow is use as t e North American Indians used ceremonies to centralize a 

tribe s energy and to gain a group unity. This piece is also more formal than the 
meditations done by the [Q] ensemble because of its more tribal rather than ritual­
istic nature Within a tribe each member can have a specialized function and all com­
bine to produce the societal whole. Crow II uses the meditative skills and functions 
Of the performers to educate "the extended Crow family" concerning the uses of the 
energy developed through meditation. 

An Eastern influence also seems present in all of Pauline's work in this stage, in 

teltics: ^ 7 memi°ned "tribal" n3tUre' emPhasized these charac" 

- the uself0 "7Pty °Ut 7 PaSt mUS'Cal ideaS'" showinS a Zen naturei 
tion of breath- ltat'°n Wlt "S lnterest In involving bodily processes as a func-

" WicTfa'^"6^^ Philosophical inquiry with music (a considering of psycho-

!Xiques m S°Und 3nd llfC " gCnCra,) With'" meditational 

trating it i^vari ^ ̂  J16"'!"8 Process' developed through skillful use of concen-
power internally ^ P°mtS ^ b°dy (shakra"style) or integrating its 
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- the emotive energy sought through the meditational practices is relaxed, striv­

ing for a smooth, continual nature; 

- the ritualistic nature of the grouping of meditators. The [Q] ensemble chose to 

make a group commitment for a very long period of time, which is similar to 
studying with a guru in monk-like obedience, which allows a highly disciplined 

personal, metaphysical, and physical growth. 

The metaphysical development of Pauline's work can be typified by: 

- the predominance of vocal music; 
- group development in the presentation of the music; 

- Eastern philosophical concepts as well as physical disciplines; 
- the attempt to develop total personality integration, along with developing the 

next bond beyond it; 
- the desire to integrate and understand all the energy within an environment, 
- the use of ceremonial or ritual forms, which develop a more "tribal sense of 

theatre; 
- the loss of "observing" music, leading to the phenomenon of "becoming one 

with it," by all present producing it, and interacting with it, 
- the desire to produce a more refreshed/relaxed system for all participating a 

more complete and elongated energy; 
- the desire to evoke internal, personal change, rather than the desire to eve op 

"an interesting sound" or novel performance technique, 
- the use of improvisation to develop music from a particular technique, such as 

meditation, but "allowing" a process to form itself without manipulation, by 

freeing "involuntary" energy: 

Instead of actively intending to make music by improvising, the kind of task ' p 
by a particular meditation allowed the music to occur from a receptive or intuitive mode 

of consciousness. 

And all of the above led to the need to develop music beyond a multimedia approach 

within the arts, through interdisciplinary research. 
The use of her meditational music has led Pauline into a variety of new research. 

She has become intensely involved in the psychological applications in sound 

group sensitivity and developmental possibilities; the history an .eVe.°.^ 

tribal ceremonies as a means of meeting societal needs, spiritua an intu 
°f directing human thought and behavior (that is, telepat ly, extrasensory 

tion, yoga disciplines, et cetera); the study of energy transormations ctjon 

vironment (process development); and the integration, uti ization, a fpe(4back 
of all processes and energy available to an individual. Her research in bio 
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techniques, the desire to work with others in a great variety of disciplines (sociol­
ogy, psychology, medical research, physics, et cetera), and her acute curiosity will 
undoubtedly lead her into an even more generalized approach to and knowledge of 
the study of energy and people in the next phase of her work. 

Throughout Pauline s development there have always been certain elements 
present in her work. 

She has always been developing a sense of improvisation. Through this tech­
nique she s been striving to elaborate a mental possibility for a sound. By giving per-
formers specified freedom, an idea could be developed naturally without being de­
stroyed bv its realization process. Some sounds would be impossible to encode ei­
ther in words or graphically on some type of score. By describing a situation and 
allowing it to proceed within a certain environment, there is perhaps not only a 

possibility of getting close to the originally intended sound, but also the possibility 
of discovering something that is entirely unforeseen and impossible to find except 
through happy chance. A system once formulated and allowed to proceed always 
produces more than could have been anticipated. Pauline's use of improvisation has 
een increasing throughout her work. The earliest pieces still use standard notation 

ant are quite specific as to intent. But from Sound Patterns on, she's tried to com-
p ete y develop improvisation. All the electronic/mixed media pieces had an intent, 
but that was always elaborated and completed by the moods of the performers and 
t e environment for the pieces. Once she made the decision to move beyond impro­
visation to meditation, she was really just making the last logical step. The goal of 
icr meditations is to be non goal-oriented, to lose preconceptions, to "allow" whal­

er possi 1 lties are inherent in a system to exist as their natures exist. It is the final 
step to discovering something within a system, and the allowing of something 
which could not possibly be surmised or foretold to become a reality. 

She has always used theatrical elements to develop musical ideas, create special 
effects, or to determine an environment. I think all music is theater translated into 
sound. However, Pauline has used many visual elements theatrically in her work. 
Most of her multimedia works, especially the virtuoso pieces, (Theater Piece for 
Trombone, Nightjar et cetera) call for the specific character of the performer to 
act out events, while the other pieces more subtly perform some visual nuance to 

of thear Vh ' ' 7 meditati°n Pieces draw on Probably the most basic kind 
of the ter, the ceremonial or tribal integration of relationships. While some pieces 

knows hol " 7em°nial qUaHty °f " is direct), Pauline 
anvlbseTer ^ **** 3 SO,° medi^on unaware of 
z^^^::raster at e,icit,n§ the m— —1 «««-

imagtyhafZSabeen Seekm§ ^ ̂ W3S a" inner reality- Sound 

spall work ha h Para7Un7C°nCern- k " 35 if the theatrically visual or tactilely 
spatial work has been sculpted from the sound image in her mind. 
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Since her works develop through meditation, she has been interested in "allow­
ing" music to happen rather than crafting it through her will and intent. This creates 
the possibility of "becoming the sound sculpture" itself, a new unification with the 
image. This led to a more intense desire to develop the four remaining characteris­
tics, which while always present, have become more finely developed in her work: 
the desire to understand the psychological properties inherent in a particular sound; 
the personal need of developing internal material and for the recycling of it again 
within oneself; the intense interest in how a process defines a composition; and the 

interest in interpersonal relationships. 
Although Pauline's music has been highly improvisatory, she has always been 

interested in developing the psychological effect of a specific sound. In her first 
works of coloristic exploration she visually implied a "sculpted sound portiaycd 
through space and color. The theatrical pieces created humorous or emotional ef­
fects. But it is her meditative music, although produced without manipulative mo­
tive, which deals most directly with the psychological implications of sound. She 
now uses sound to attain a more complete consciousness and self-healing. Because 
the voice itself is so indicative of an individual's psychological and emotional 
makeup, she feels that the reprocessing of those sounds created in the meditations 
produce resonances which allow energy to flow through the body to heal, soot e, 
and refresh. This leads directly to the development of a personal need to use sound 

created from internal material, and the recycling of it. 
Although all her earlier work was based on mental sound imagery, ier me ita 

tion work is again the most developed example. The goal of her meditations eve 
oped from a need to "alter her consciousness and to clean herself out. T e me ita 
tions produce sound through non-manipulatory means, for the source is 
within oneself, but is not shaped by the will. Once the sound is aural, t e ear 
emotion chain reintegrates the energy and uses it again internally. Human eings a 
a closed loop. We can't send out something without being re-affecte y t 

rial. We never "lose" anything we are. . , . 
Pauline has always worked from a model, a process. Whet er it was a sou 

age, a performer's personality, or a ritual, such as the meditation pieces, 1 

always been some point of departure which has served to def ine er pieces 
allowed an organic evolution of her ideas; one interest has always dovetailed into 

new perspective. I sense that this is a fundamental of her nature, y met 

amination of a specific goal she manages to build very care u y, rea iZin% detail 
tential, and then moves to the next logical progression. Being aware of mi 

she's able to completely exhaust an idea, microscopically. 

r ,-lririaf" I never know when change 
Then it's time to clear the register and prepare for a cl g • something is un-
is coming. It's like shedding a skin. If it's over, I'm done w.th tt. Once sometn g 

derstood, I abandon it. 
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The interest in interpersonal relationships: Pauline has never stopped discovering 
how to relate to her environment, when to make an environment, and when she 
needs a change. As a young student she left Texas to come to San Francisco to grow 
in her work. For the next fifteen years she developed that chosen environment, 
forming the San Francisco Tape Center and eventually starting a studio at Mills 
College. The Tape Center was important because she realized her need to grow with 
others very closely involved in their own compositional ideas, giving concerts, de­
veloping the media she chose, meeting and talking with, helping and being helped 
by others. Then came the formation of the [Q] ensemble. It was formed after she'd 
been involved with meditation, seeking a change in her own consciousness to break 
away from the anxiety of the sixties with its political upheaval and emotional unrest. 
Everyone within the group changed. The task was defined by the meditations to 
achieve a desired change, and the group amplified the change. And now that the 
group has dissolved, and she knows that she's about "to shed another skin" she says: 

My big interest is the development of a holistic view of consciousness. Beyond con­
sciousness is my effect on others. It's important to be clear in your needs and thoughts 
of reaction, and of the past, and then do what there is to do. All my work is toward 
changing myself and my views and having a clear understanding of what a relationship 
is. My work has led me further into understanding self and group motivations. Rela­
tionships among people are what interest me, and developing my work so that they're 
good. 

After knowing Pauline and trying to know her work thoroughly, I've developed a 
type of compositional model which produces music I can imagine. I don't know 
ow much she s put there by our association, although it's definitely been created 

under her influence. I suspect that a lot of it is my own imagination developing what 
1 VeL r.rd f°r S long timC' but it S changcd because Pauline and I can now sit down 
on the floor and laugh together. When Pauline and I first started talking about music 
together we decided that we really ought to do a piece together. Maybe we alreadv 
nave, and these are its characteristics: 

The rhythmic flow is not strictly linear or shaped. It may appear to be organi-
ca y derived rather than shaped or contrived. It is likely to move much less in tra-

ltional metric values. It may appear very amorphous, or to possess more than one 
simultaneous shape. The actual rhythmic line will be longer in general, often be­
cause of its lack of periodicity, and will not have sharp, punctuating expressions. It 
may appear to have no repetition of a pattern, or may be made up of different cycles 
of varying lengths and contours. 

The texture doesn't need to be clearly delineated. It may appear very thick and 
will lack recurring thematic material. This doesn't mean that it will appear dense in 

vi onme',TT manner' ^ atm<*Pberic and will create a total en­

abled at T PreSenCe' MW S°U"d SOUr"S be indistinguish­
able (creating something more than the sum of the parts), or several sound elements 
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may combine to produce something entirely different than either of the parent 
sources because of various masking qualities. The sound may be very continual, 
with changes occurring that are very radical, but happening in such a gradual man­
ner that the observer may suddenly realize that he or she has arrived at a different 

viewing position in total surprise. 
The emotional impact may be very intense, but will be arrived at by circuitous 

means. The sense of cause-and-effect is not present. I he intensity is not expressed 
as a product of a typical buildup and climax, but is a subtle presence throughout the 
presentation. The sense of "arrival" is almost a surprise because, once aware of the 
emotional focus of the work with its full force, one will be aware that it has con­

stantly been "there" with him or her throughout the piece s duiation. 
Or the emotional impact may appear very continual to the point of being static. 

It may be very low-level, hypnotic, or very fluid and appearing virtually seamless. 
The latter sensation will come from the piece's energy being very focused and hav 
ing no big outbursts, no huge jags or thrusts of power. The power comes rom a 
sense of continuity, which is synonymous with survival, or from its eye ica na 
ture—implying a central focus as presented in our solar system, atomic structure, 

and propagation of wave movement. 
The sense of dealing with or delineating time is very elongated an Jx*en e ' 

ideas to be expressed arc presented over a very long time period, care u y un o 
in a methodical manner. Each element is assumed equal. This will set up a p 
tern which allows the separate information to be presented without ram y 

pointed effects. This will create a pulsing sense of continuity. There may 

separate time lines evolving simultaneously, or only one using i e^e" t  

aurally suggest various characteristics of the information presented. r certain 
material may be elaborated after its presentation at varying intervals along withnew 

sonic material, et cetera. Innumerable possibilities! The purpose cl"»'s 

then progress through an o r g a n i c -rather-than-linear development, w IC 

ily divided into its primary functions, because it can continually develop 

There is not a sense of power manipulation of the sonic materials. mater;als. 

shape itself through the personality of the performers interacting wi a 

Hopefully there is a possibility of formlessness whose randomness ca p 

form which otherwise would not be discovered. This is h.ghly ideah ic but t s an 

attempt at unity with one's space, a reestablishment of the cyclical nature gy 

" t i r . ,  _  - f  »»+!>• 
— This of »>.»»• sxTits 
Progression of a piece was something never appar ^ ̂ b£ someone-s sacred 

This philosophy accepts the fact that a piece o The power from the 

c°w or an entity that cannot vary its identity o p P 
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group's decision comes from the facts that participants are willing to be totally open 
to each others ideas, the participants are not afraid of intense interpersonal contact 
during the piece s duration, and participants are willing to divorce themselves from 
the conventional protection of knowing the piece's complete identity. 

Energy transformations are the central interest of any composition. They may 
be developed in any number of ways, but the energy should integrate at least some 
of the following possibilities: it can either appear sustained, flowing, and continual, 
or it can integrate the energy exhibited within the performance space. This involves 
interpersonal relationships and intense awareness of and involvement with the 
physical environment. Interacting with the environment develops a need to have 
systematic renewal of whatever energy the people drain from it. This firmly estab­
lishes a unity with the performance space, allowing all to be attuned to a central en-
ergy and to continually reestablish a resonance with it. 

The power of the energy established in this piece doesn't come from a mastering 
of compositional problems. It will come from the lack of fear to become part of a 
process, rather than the willful manipulation of a process. Power does not have to 
come from a sense of predominance, and can be strictly internal. The mutuality of a 
group without fear, seeking something together and creating no opposition, is in it­
self edifying. 

The last piece I saw/heard of Pauline's was Gravity is the Fourth Dimension. 1 
arrived at the concert hall to pick up a program and to notice that someone (suppos­
edly though not identifiably, Pauline) was "lying in state" on top of the piano. 

1 ren present weic forgetting about space definitions and becoming micro­
scopes. Nothing was wasted on them. Most older types were busily immersed in the 
process of deciding if they wanted to stick around, and why. David and Kathy came 
in and sat down, very at ease, but somewhat formally, and watched. The usual peo­
ple came in and went out simultaneously. 

« * ^ COr?» W'^ tW° ̂ r'cn<^s- Neither knew what he wanted to do or what he was 
supposed to do One decided that he had to watch very closely in case Pauline got 

sneaky and actually "did" something cosmic when no one was noticing. I decided 
t at what I really wanted was to go outside with the other friend and have a good, 
long talk about whatever seemed appropriate. We left. I was wrapped warmly in my 
down jacketwith a vmyl windbreaker over top. It was great; I sounded like a two 
year old kid in a snow suit. Little night beasties were cricketing away, and the night 

somesm^l 1^' 11maglC^ ' S° WC ta^C£* about g°,ng camping, tramped up and down 
cided to get heavy 31 °W" °" faHen CUCaIyPtus boughs-and my friend de-

1'J.ust Wha;;s happening back there, I mean, am I reading it right?" 

"There wa 1Ste,nmg tC> Are you reac*y to just enjoy what you're doing?" 
There was a lot of sound happening back there." 
Sure, ,t just took listening to. Not a very new idea, but very well portrayed. Did 
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you notice that she's completely directed our whole evening by simply getting out 
of the way? I mean here we are, lost outside away from everyone else, listening to 
sound with nothing particular that we have to be doing, talking occasionally, but 

just being aware of this time and curling up in it." 
More talk. Watching the colors of the shadows change. Cars far away make 

noises that are very damped in a eucalyptus grove. Misty. Wuthering Heights. Car­
riages clomping down a long lane, horses black as the night. Climb around some­
where. Wet, tender light, pampas grass. Very scratchy. Thank god for Adidas. 

Back at the concert. People aren't afraid to do something by now. Other friend 
being catatonically quiet. I decide to enjoy myself. Meet Pat in the hall. Wadda ya 
say we run around the concert hall in opposite directions?" Run. Wonderful. Just 
pretend it's a beach. Spray, yapping dogs. Wait a minute. That is a yapping dog. No 
sleepy morning daydream. A small mutt-like creature is chasing me with tail un­
furled, circling in that mad, undefined plane that only a mutt s tail can move it. Ap 
pcarance of one small kid chasing dog. Kid is eightish, and very excited. Ramon, 
who I later learned was playing himself, is doing his mad New York poet thing. 

After several laps I'm getting tired and fling off sweater onto friend who went 
hiking with me. He is trying to remain calm, as if he really understands why I m o 
ing this. He likes it but doesn't know why, so he has rather an "I'm amused but 
shan't commit myself" look on his face. Okay, not everyone can jog on such hard 
floors for no reason. It's a gift, like clairvoyance. Next lap. Decidedly tire . eci c 

to stop. 
Friend is watching Andy do a mild Charleston routine on the stage. Rosebloom 

is dancing sort of near the piano. I admire Pauline s concentration. I eci e n y 

needs more centralized energy. . , 
I decide to do something I've always wanted to do. imitate Sam running down 

the outside aisle armrests. I discover this takes more balance than my ex-dancer days 
allow. Rats. Ramon goes home. His kid plus dog need to go to bed. Art is define 

by arbitrary outside events. , , i i . „ i:t- T'm 
Sit hanging over the entrance hall. Talk with old friends who l°ok Cood 

Peter Pan hanging from the ceiling. Nice. I always wanted to be a little °X_ 
talk. Friends decide that they liked it, but now want to leave. I m basically 

Could stay a lot longer, but don't need to. , p i; 
Leave with friends. Have a drink together. Decide to go to a party with Pauline 

afterwards. 

Hot miso. Relax. Very late, nice. 
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"I'm always interested in new experience" 
A Conversation with Paul Robinson 

You were talking about the metaphoric "ground" on which one stands, and I think 
my feelings about ground depend very much on how it is that you re defining it. It s 
my feeling that the Central Europeans tend to def ine ground entirely too imperson­

ally. 
Do you mean objectively? 
I don't know if I mean objectively, but I do mean impersonally. Supra-person-

ally, in an effort to look to things larger and more significant than the self. And pre! 
erably those things that have some well-established scholarly substance to them, 
whether it's political, economic, or social. For example, the Extended Voca ec 
niques Ensemble from the Center for Music Experiment' just did a series of con­
certs in Germany and France. They do more with their voices collectively than any 
other group in the world now and probably any other group that ever existe 
ropeans were quite critical of what they did because they (the group mem ers wer 
en't aware in every case of the historical precedents. In other words, t ey 
aware that composers such as Luc Ferrari or Bengt Emil Johnson ha cxp ore cer 
tain of these ideas ten years ago. But my reaction is that precedence is 
matters. It's how well they did it; how well d.d the earlier performers get into it, and 
how successful were the performances? What did they sound like? Did they soun 
like this group? Were they able to do what this group is doing? The answer is alway 
"no ."  Bu,  the  immedia te  reac t ion  of  the  people  I  spoke  to  was  tha t  t h e j u d g m e n  

should be made on the basis of historical ground. And that depends 5™ re 
judging, and I'm interested in the phenomenon itself rather than w ere 

some kind of scholarly continuum. . . , _f tLat 

But surely examining the phenomenon has to do wit examining e 

produced it So what I'm trying to get ut, that 1 feel a number of trl-
point where they're asking'what is the nature of the idea, that ^P^jZk 
dhiomlly involved themselves with, and where do those ideas tp"»s f . m_ 
'bere is an element of collective unconscious in terms oft ei eas * ^ • 
Ploy. And 1 believe that this is especially true in Europe. I find particular 

' Reynolds was founding Director of the Center for Music Eyerl™ent;*" ; p funded by 
arch (CME) at the University of California, San Diego in 1971- itwas 

a major grant from the Rockefeller Foundation. 
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your pieces that are related to a common idea in European music, and that has to do 
with making connections between sounds and gestures. 

Sounds and gestures? Gestures of what sort? I'm not comfortable with the word, 
idea, or the question of relationships; that is to say, relationships exist whether or 

not you choose to notice them. 
I was thinking particularly of your piece, Blind Men [1966]. In this piece you add 

your own words to a text of Herman Melville. It is meant to be your additional in­
terpretation of what his text means in order to elucidate it. For example, you add to 
his word "flies" the words "falsify," uspecialize," "criticize," "wise," "amplify," et 
cetera. This technique is central to the piece. What do you accomplish by pointing out 
the relationship between these words? Poets have been telling us for centuries that 
some words rhyme with other words. 

Well, not only did I add words, but that text wasn't Melville's in any focused 
sense. The phrases that I used were drawn from a relatively large amount of material 
he wrote in Journal up the Straits 1856-1857." It was a trip his brother sponsored 
to try and get him back into writing. After he finished Pierre or, The Ambiguities, he 
just couldn't write any more. 

I should really be asking you why you chose that text. What is the subject matter 
of that text? 

Well, it's obviously "information overload. "Too much light, too much informa­
tion. That text is about "too much" and how you deal with it. What happens when 
too much information comes in. That's what it's about. 

Why did you use that subject matter? 

I suppose it was because of what was happening in my life then. That was just af­
ter I d spent four years in Europe. After I came back I received a commission from 

au romm to do a choral piece. I d just had a very bad experience with copyright 
problems over the text for The Emperor of Ice Cream [1961-62], from the Wallace 

s poem. As a practical matter I found too many strings attached to contem­
porary ideas, and I think there is a very heavy responsibility when you use contem­
porary ideas to be using them fully. It's much harder to have a perspective on con­
temporary .deas than it is on older ones. This is a point that could be heavily debat-
e . But, historically, time has a way of filtering, and the present is much more ca-
p lcl°"s ™ t e way it treats realities. So I wanted to deal with something that I felt I 
could handle .. . something I could get inside of. 

text! ^ ̂  rea5°" ^ ̂  a ^ h MehiUe imtead °f* more ^temporary 

inn a m i '  d T A S IT reasons 1 started looking backwards instead of look-
texts wh me' t'me' '" WaS extra°rdinarily difficult to get the rights to 
round m" I™ WCre SO'uS t0 PUb"Sh them-} The SeCond —O" ̂ It I didn't look 

likedt"fnS,,°Ut W ^ r3ther COmP'1Cated- 1 fo™d Melville very powerful. I 
ed hls °f a"egor.cal vagueness. I think there is something profoundly Amer-
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ican about his essence which is not scholarly, but which is very strong. I had done a 
piece the year before on a text of his which I'd culled from an enormous variety of 
his writings. I came across these journals in looking for my first text, and they stuck 
with me. That is often the impulse for the next piece. That is, discovering something 
that wouldn't fit, and then going on to make use of it later. So, first of all, I was very 
much interested in Melville having produced powerful works and then finding he 
was unable to go on. And then the idea of sending the American abroad to get new 
ideas-which is where I'd just been. In some sense I felt that our society does that, 
and especially at that time. It was always possible to get money if you had an interest 
in being "elsewhere." So many of these ideas were underlying the impulse to do that 

particular piece. 
It was in that period that we saw the emergence of McLuhan, and there was a 

great deal of thought about information overload . . . media and messages. I lare y 
agree with McLuhan, but at that point the subject of information and overload, in­
capacity on the part of the individual as well as society to handle what was appen 
ing, was very real. I'm not saying it isn't now, but it was particular y intense t 
[1966]. So the text that I assembled out of snippets (from Journa up t e tra 
1856-1857") tried to encapsulate Melville's response to Egypt an to airo p 
ticular. The thing that kept recurring in his observations was how many in 
there were. And he speculates on the reason for it: "too much light, and no defens 

I can understand the personal reasons for you using that subject matter. ' 
that what I'm really getting at is-and this is a much broader ŝtion-whc yoû  
'write for, or in other words, who you are directing the ideas in t is piece 

consideration in finding subject matter for a piece ? cnnrn* 
Not really. There are two parts, though, to that question. One is that t se 

idem to me. and I'm only talking personally-I have no real feel for what 
Pie do and why they do it-that the only structure of taste and 
follow is my own. I cannot imagine the idea of trying to esta is can 

to the person who is supposed to perceive what I'm do,"g" 0 ism 1 think 
foresee what will or should affect o t h e r  people is to me the height of egotism. 

the most you can conceivably do is to be honest with your effected by the 
But your ideas cannot posstbly eXist tn a vacuum. You must be affected by 

work of other composers and audience response, et cetera. which 
a * . » I .  

my music should be put is to be pompous. Y ^ people and 
Philosophically, is if I wrote these pieces wlt C° orted performances, and 
then demanded that they be played, if I cnergc ) ^ ̂  ̂ ^ ̂  
trumpeted the importance of what I""' ̂ mve ̂ gl'ad'hit happens, but" if someone 
lormances, and I don't encourage them, m y g perhaps you 
*ays we're having a lot of trouble putting this piece on, I say, well, per p y 
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shouldn't do it. The way that I feel, and I feel that I keep honest with myself, is that 
I do these things (and I've always been this way from the minute I started compos­
ing), I do these pieces, I hope that they are good and I hope they are of value to 
somebody. But they can wait until someone decides they are of value, and then if 
they perform them, that's wonderful. 

Do you have any idea which people they will be? 
I don't know that I want to answer that question, and the reason I don't want to 

answer it is that it is tinged with the same problem I commented on a minute ago, re­
lating to the assumption that one could foresee the needs of others. 

Since we're on the subject of politics and music, I'm interested to know if you're 
familiar with Cardew's point of view outlined in his book, Stockhausen Serves Im­
perialism? 

No. 
I d like to try and summarize what he wrote about what a composer's involve­

ment with society should be. 
I would immediately object because the composer's responsibility is not to be 

involved with society, but to be involved with sound. That's the first responsibility. 
Any other responsibility is a diversion to start with. 

Yes, but as soon as a composer puts pen to paper he is more than involved simply 
with sound: he is involved with musical and extra-musical ideas. In other words, the 
ideas you described in Blind Men primarily draw from experience outside of music. 

Of course. 
I sense what you think I'm trying to say is that you should in some way be insist­

ing that your ideas are more important than anyone else's. I'm not saying that. But I 
am saying that you should feel your ideas are both important and broadly based. 

I wouldn t be doing a piece if I didn't. The place where it seems we part, is the 
question of imposing further value on these judgments by using certain structures of 
an economic, social, or political nature to elaborate and reinforce their importance. 
Stockhausen clearly does so. 

It seems the opposite pole would be to isolate yourself from society and the possi­
bility of... Cardew talks about the rise of the bourgeois artist and his removal from 
direct contact with an audience he knew by the changing of a composition into a 
product to be sold to the highest bidder. He sees all "art music" as we know it to be 
completely tied in with the free enterprise philosophy of the bourgeoisie. I can't say I 
agree with him completely, but I have been giving it consideration recently and it 
seems like a good starting place to draw out your basic musical beliefs. 

I certainly don't feel that I am isolated. I participate as fully as I know how in the 
opportunities that life offers me. Secondly, as Cage puts it, to not try to ,mprove the 
world in a direct way is not to abrogate responsibility. It's certainly true that I ig­
nore some issues, at least consciously. I don't try to go after them. But I think that's 
se -evident, and that there is not a human being alive, and never has been, who has 
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not ignored a great deal of what was surrounding him or her. It's impossible to pro­
cess it all, so I don't try. I admit that freely. I go back to the earlier point I made, 
though, that the fullest responsibility I feel is to be honest with myself and my own 
impulses. I know that the moment I am distracted, I fail to do that. I believe that s 
true of everybody else too. That's something 1 would pass on as a philosophical po­

sition. 
I don't quite understand what you mean by "diversion. 
Well, I'm talking about what happens if you divert your attention from an over­

all immersion in the substance of the work itself, and by work I don t mean the com 
position, rather the process of human daily involvement for any person —and in the 
case of a composer it is a more musical involvement than any other—the process o 
taking that stream of interactions and responses and capturing them in some kind o 
"sample." A composition is like a sample which is held. I don't see pieces as some­
thing you work towards, but as something which is an output derived from an on 
going interaction with what you are at a particular time. 

Give me an example of a diversion that might affect you. 
If I were to start thinking about social, or political, or economic consi eratio 

they could then take over. And this year, in fact, we had a tremendous crisis in po­
litical leadership and ecology in our town [Del Mar, California] whic I eg g 
very much involved in. And while organizing the campaign and campaign > 
it became clear that the difficulty of reaching the people in this community 
they would elect the people that I believed would look out after these concerns was 

a great problem. 
And that distracted you from your music. 
I see it as a distraction because I see, rightly or wrongly, t at am pro a 

litically naive and much less suited to that kind of work t an to t e mu 
that I've been doing for quite a few years. Still, I did it, and I know that.of course 
could become interested in Communism, or in Socialism, or in mysuas 
thing else, and in fact I have been. The story of my early life was entire tfc*.o^ 
interest after another. As I look back, it was one momentary invo v j 
thusiasm after another. I went through five years of engineering e u ^ ̂  
went into music. And at the time I went into music, 1 realize t a 
cos On it, or lead the kind of life which has a lot of diffuseness in it, and I decided 

I didn't want to live that way. So I really focused on music. thinking. He 
You have described one major criticism I have a out a*mdafrieri(i visited a 

mentions in a footnote an occasion when [pianist] John Tilbu y ahng 

Political demonstration in Southampton. They too them aslde as "pa-
with them to provide music for the demonstration, .i » 7^at statement 
thetic encumbrances" when they arrived and joine in ^ 
seems to imply that music's function in politics is pat etic. well-in-

In a way, I'm sorry to start out on this subject because I know m 
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formed, and I don't have anything of any great importance to say on any of these 
matters. But one observes such things, whatever one's allegiances, and when Cardew 
was here [at UCSD] a few years ago, it struck me as being tragic, because I take peo­
ple at face value, or I try to, and so when Cardew maintains his passion was apolit­
ical, I am willing to accept that. I'm willing to accept that he is not following a con­
venient path for public relations reasons, but doing something that he believes in 
deeply. But when he proceeded to sit down at the piano and play pseudo-Wagnerian 
transcriptions of Chinese folk tunes, I thought it was appalling. And most of the stu­
dents here felt similarly; he didn't go over well at all. I think that's because of this sort 
of inner conflict, this perceptual dissonance that one perceives from the outside in any­
one who attempts to take a musical stance and use it for some unmusical purpose. 

Would you say the same is true of Cages' It seems that Cage's biggest contribution 
to music is that musical ideas can come from a much wider field than we've accepted 
up to this point. 

Well, that's a very important contribution. Would you say that Cardew has 
made a comparable one? 

I don t think so, because Cage does not take a definite political stance. He opens 
up the possibilities without trying to direct anyone in a specific way. But it does seem 
to me that what you criticize Cardew for (a musical stance for a non-musical pur­
pose) might equally apply to Cage. Cage doesn't seem worried that non-musicians 
are interested in what he has to say. At Mills College, there was a very strong reaction 
against Cardew, but I m not really certain whether it was for the same reason that 
your students had, or whether there was an element of offense taken to "avant-
garde principles being attacked in this way. I do think that there is something in 
what he is doing that touches the conscience of the avant-garde. I'm at a point where 
I think it wouldn't do the "avant-garde " any harm at all to redefine their beliefs and 
goals, and I feel Cardew has this effect. 

I didn t take any offense. I don't feel I could take offense to anything ... well... 
that s wrong. I think it would be difficult for me to take offense at anything some­
one was doing honorably and with real commitment, and I wasn't offended in any 
way. Cardew represents a relatively minor aspect of my involvement with music. 
I've come across him a number of times and he seems to be a hard worker. But in 
performance, Tilbury seems to be vastly more interesting. 

What surprises me about Cardew is that he writes music, as you say, in a sort of 
nineteenth-century style and tours America's new music circuit. 

Well, it's clearly related to the art world where a posture-and I don't mean this 
in too cynica a way — can be accepted as substance. That's certainly true in the visual 
arts, but perhaps less so in music. I never use that word "avant-garde." I'm a little 
uncom orta e wit you using it now, because I'm not entirely sure I know what 
you mean by it I may as well come right out with it. One of the things that I don't 
ike about much of life right now, and perhaps this is the California bias that I've 
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picked up recently, is the fact that one talks all the time about music as a field with­
out talking about specific music or listening to it, and that one frequently talks about 
feelings and emotions and human interaction without having had them. I think 
that's another way that life and experience have been opened up, or re-opened re­
cently. It's not only one of the distinctions one finds between Europe and America, 
but between the East Coast and the West Coast. I don t believe that one can go to 
the blackboard to demonstrate the value of a piece of music, although there are peo­
ple on the East Coast who do feel that way. To my mind, that s the European situ­

ation. It's not the appeal to experience, but the appeal to intellect. 
/ agree entirely, and it was only because I tried to explain some angles I might 

t a k e  i n  t h i s  i n t e r v i e w  w i t h  y o u  t h a t  w e  s p o k e  a t  t h i s  l e n g t h  b e f o r e  l i s t e n i n g  t o  e a c j  
other's music. Let me just ask one more question as it is not specifically about your 
music. Inasmuch as you received a degree in engineering before you got into music, I 
wanted to ask if there is anything that you feel that a musician who comes to music 

from another field has that is unique. 
I think that the uniqueness, or to remove value, the distinctions or t ic 1 ere 

tiations that one makes, have to do, again, with one s allegiances. I came to music 

late-not as an experiencer of music or as a lover of music or even as an er™P 
with music (which is perhaps to me the most important thing, that is, the deepes 

root). I think that coming to music as a formal discipline late, an conning 

more obviously structured discipline, that of engineering, I m ess e ° 
sical limits and standards. I have, perhaps, less respect for them, an in 

son for that is a healthy one, that is, that I don't need them to protect me. 
great many musicians (and people in other fields that invo ve as music , 
long immersion) tend to use historical or structural aspects o music as c 
tablishing their own identity and defending it. And I've had a very strong lesson in 

this matter recently because a book that I wrote three or four years ago ^ ̂  

generally speaking, musicians find it difficult oesn vn^ ̂  j  ̂  

musical examples. It isn't based on what they feel mus ' T . . aii kinds of 
music is, which is considerably less restricted in certain ways, t inv actu_ 
ideas, all aspects of the human mind and experience. An was C1U1 ' with 

%, by the depth of hostility that this book engendered in cert p 

whom I've previously had very good relationships. 
This book is called Mind Models [Praeger Publishers, i975J>1 • «when do 

Right. And it raises a certain amount of passion in people: who say ^ ̂  
you ge, ,0 the music?» And I say, "From the first sentence. I mean, 

do with music as far as I'm concerned. hookJ? 
hit because you don't deal with specific techniques in ^ ^ ̂  tj iat  kjnd of 
I guess so. And it's in no sense musicological or t eore ic ^ although 

abook and, to be honest, I wouldn't be interested in wnti g 

1 think I could. 
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Would the same people have disliked Cage's books? 
Possibly not so much, because they expect a certain posture from John, and also 

of course, John has an elegance in the way he expresses his ideas, which is clearly lit­
erary and puts you in another mode of perception right away. I think that when you 
read Cage, you re reading literature, and that's a part of your perception. There's no 
way you could assume otherwise. John builds-in his own defense because he's so el­
egant with words that you wouldn't think to doubt the ground from which he's 
writing; you choose to accept it because he skirts music so broadly in every way. I 
don't ignore music that much, but perhaps almost that much. I found the book got 
a very strong response from people who, for example, are in musicology. I was re­
ally surprised. After all the years that I've been dealing with musicians, and even 
now as a professor at a university, I was caught off-guard. It surprised me that peo­
ple could be so insecure as to be threatened by a book that purports to be about mu­
sic but isn't about what they think music is. I've never understood why ideas threat­
en people and aesthetic experience threatens people, and that is what the book is all 

The first thing I notice about your music as compared with others represented in this 
book is that all of it is published. 

Why do you think that's so? 
I think there is a feeling amongst the ONCE Group composers and their students 

and friends that it is an isolated group. This is partly for economic and aesthetic rea­
sons in that there is not as much support for experimental activities in music as there 
, H. . £'' ^ 1 at tn t^>e fian Francisco] Bay Area and probably elsewhere, they 

don t have the most admiring press coverage. These composers have come to feel that 
ir music is for eac other and for anyone else that happens to become interested, so 

there is no need for a publisher. A publisher's function for a composer is to act as a 

t a c Z i t h e t W e e "  h l m o r h e r a " d ' ' P ' ' l ' l i c  t h a t  t h e  c o m p o s e r  i s  n o t  i n  d i r e c t  c o n -

How-do you relate that to social responsibility? 

» , . U f°°j. 1uest'on ""d I think it needs answering because nothing has 
wheT C lrectwn °fm°re support and encouragement from the community 

shouiZ '"Z T :hem- Thefmt «uestw"the ~""yasks-*-My 
theltZ "P f, Ifeeltt'Sahout had some very "out front" reasons for 
fONCE et Z Z Tl arerS°"S- H°wever' 1 d°" '< think this group of people [ O N C E ,  e t c e t e r a ]  i s  l o o k i n g  f o r  w i d e  a p p e a l .  F I V E  

befl^ whe^T^Im ' r f T  ̂  either'Jt nCVer quite occurred to as explicitly "li X;td?oN5T0/'" cr"; "• ""d G°rd°" ™d' " 
won the Notre Dal rn Wr°te " f°r the B°b James Trio that had iust 

festivals The v I ° egiatC./aZZ Festlval> a"d they played a lot on the ONCE 
festivals. The vocal parts were all going to be done by music school cast-offs. The 
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part that was going to be for timpani was played on an oil drum because I knew we 
couldn't get the use of timpani. The lighting was done with flashlights, and the cos­
tuming was whatever you had in the attic, et cetera. All of this came as a response to 
the circumstances: I wanted to do a theater piece but I wanted to do something that 
we could perform, and that was going to work in our context. We didn t have light­
ing or stages or costumes, and we didn't have available the type of instrumentation a 
European would have used. I wrote this piece in the context of ONCE and for a 
ONCE festival. At the same time. Bob Ashley was writing Public Opinion Descends 

Upon the Demonstrators, and Gordon was writing Sinpbonia. 
From the beginning, I had an attitude which said, "I'm not going to perform my 

own music." I don't know where this position came from, but 1 had the conviction 
that it was very important to get the most out of yourself, and it seemed to me that 
the way to get the most out of yourself was to try to refine youi ideas to the point 
where they could be put down on paper in some fashion. And, then, if you got in 
the middle of the process and were an interpreter of your own ideas, this naturally 
released you from the responsibility of thinking those ideas all the way throug . e 
cause you were there, you were involved and intuitively or judgmental y your in 

teraction with the situation would make it come out as you wished it. 

In other words you are criticizing improvisation. 
I'm not criticizing anything. I'm just saying that it seemed to me to e an p 

tant responsibility to refine your ideas so that they were accessib e to t e at 
or the criticisms of others. If I did a loose sketch, and was there at rehearsals and 

shaped the musical situation by my own additions and interpretations o 
on the page, as it were, it would constitute, at least for me, an evasion of the problem 

which was most severe. And that problem was to decide exact y w at it was m 
So I created that particular piece. I suppose I wrote scores pait y ec 

come out of engineering school where you did diagrams of everything I^act' 
certain that one of the reasons I was intent on doing scores very carefully is becaus 

°f the engineering and drawing. But at that point, every o > in 
-ritten-out, musLuy notated scores. Gordon did very elegant scores and so 

Bob. 

But their scores are very different from youis. 
Not at that time. Have you seen Bob's Piano Sonata. 
' 'hough most of Bob's scores were verbal desmprwn- ^ ̂  wrjtten very 

After that, certainly, but at that time they weren . J down ;s a)ways 

thoroughly. No, that's misleading, because anyt ing ee ^ ̂ remember I 

thorough. They were written in notation, musica y. formal mus;cal training 
was much less experienced than they were. I d ha v y played horn 
a"d Bob had been at the Manhattan School as a pianist an o olltsider. 
^ an orchestra for years and years so I was really the novice and the 

That surprises me. 
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Well, it's true, I came out of engineering school and had been taking piano les­
sons in Detroit with a private teacher. That was my musical background. I was into 
putting things down carefully. The point I want to make is that suddenly, this sum­
mer, I find myself in a situation where a group of professional musicians in New 
York have decided to record a piece [The Emperor of Ice Cream] that I wrote fifteen 
years ago. I feel good about the fact that that piece—whatever it was then—is avail­
able to them now, in a way that, had I been working differently, it would not be. I 
didn t like everything that these musicians did, and, of course, I had quite a big hand 
in making the recording sound the way it sounds now. If I'd done that recording fif­
teen years ago, it would sound differently. For example, it's about twelve or fifteen 
minutes long, but if it were staged, it could be twice as long. Certainly, my time 
sense has changed very much in the last ten or fifteen years. But I like the idea that 
those original musical notions are open to musicians anywhere to look at and decide 
whether or not they want to do anything with them, and, if so, what. 

I find there is a lot of cultural enrichment and social interaction promoted by 
having ideas in the marketplace. They're there, and people either use them or don't 
use them. If people don t use them, then the music evaporates after a while. If the 
publisher doesn t sell any copies, then he doesn't print any more. There is an inter­
action there that determines some of the value. I sometimes have been unhappy as an 
observer about the fact that ideas and experiences of the quality that Bob and Gor­
don have generated consistently over a long period of time, are not so readily acces­
sible to people. That does bother me, and I've talked to Bob about that. We did, in 
fact, his theater work That Morning Thing in Japan. Bob came over but got some 
kind of dysentery just before the performance, so he was out of commission. I 
thought the piece was wonderful; it made a tremendous impact on the Japanese and 
created one of the biggest concert reactions they'd ever had. Here was a ONCE 
piece which was being done in Japanese in a totally different cultural context and 
had been prepared by performers that had never met Bob. So, what I get back to is, 
just because someone has chosen not to put something down in some kind of per­
manent orm doesn t mean that it can't be put down, nor does it mean that those 
ideas cannot be transferred. 

Actually I believe Bob has published some of his scores. The difference between 
your scores, however, is that you choose to be precise in every detail, and Bob chooses 
to be precise in outline. 

I teach a course in notation at the university in which I use Bob's work as one of 
the main parts of the course. 

°neJhtng1 anxious to bring up was the whole question of complexity in your 
work. Why do you write only for people who are virtuosos on their instruments? Is 
that a fair description ? 

i ' l ̂ ou '^ j30 ^a 'r to saY that I write things that require a lot of attention on 
the part of the performers. Now, frequently it does happen that the music becomes 
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virtuosic by virtue of the fact that I keep specifying what it is that I want to hear. If 
you take as virtuoso piano music, for example, the music of Schumann or Chopin 01 
Beethoven, then my music is trivially easy to play compared to theirs. 

Really! 
Of course! Think of what goes into playing a Chopin Etude. 
I'm thinking of a piece of yours entitled Fantasy for Pianist /1964J-
Do you know what Yuji Takahashi's criticism of that was? 

No. 
He said it was too pianistic. 
Does that mean too easy? ,. , 
Too easy to play for a pianist. It was too natural to a pianist s tec mique. 

it's true. At the time he said that, I thought he was crazy. 
But he's no, only a virtuoso, he's one of the best! I think that maybe your scores 

have a tendency to look more complex than they really aye. . . 
1 agree, and that's something that has put some people off, because tey 

and think it's complicated. For example, The Emperor of Ice Cream in g * 

formed for three years after it was written. 
I thought you did it at the ONCE festival? 
No, it was never done there. 
Why was that? . , \~TP ;n 

Probably because I wasn't there to direct it. It actually wasn t °"C nQt 

x965, and when it was finally done the people who wor ec on 1 

Mich people worked on it? I've always had the impression that 
ONCE were all musicians pretty much outside of the profession o perhaps 

were not the average «New Music Ensemble " types and I S^ZZneU of 
'h were in ONCE because of some disillusionment with the standard channe 

ww music propagation. , . r each other in 
The first two performances [of Emperor] came wit in a cw conaUctor at the 

>965. One was presented in Rome by Daniela Paris, w c^ d into doing 

Rome Opera and also a very lively, radical sort o PcrSon, Nuova Consonanza in 
« by Franco Evangelisti, who was organizing t e es iv ^ singers, and I 
Rome then. It was put together with a collection o eg wjtg any of the 
lbmk it is true to say that not one of the eight commumca e ^ ^ curious sit-
others. The bass was a Russian, the first soprano was Japa wjty1 a group of pro­
ton. At the same time, Gunther Schuller did it in ew ^ ^ ̂  when they 
kssionals. I never heard a tape of the Italian per orma an0ther performance. I 
were rehearsing it, but then I had to fly to t,ie States T es Qf [t and most of it 
didn't hear Schuller's performance live either, but precpstimme. They simply 
Was represented as though it were written in ti iac s an performance that 
didn't produce the sounds that were written. Now, the rec 
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you heard by the Gregg Smith Singers was really right on. The pitches were all there. 
I don't think that even fifteen years ago it would have been possible to do a record­
ing like that. The singers were very good, but to get them, then, to do even the mod­
est requirements of that piece would have been difficult. I mean, if you actually look 
at one page and ask what's involved in performing that page, it's actually very easy. 
I think that what is problematic is that there is a context which is unfamiliar for the 
actions and the sounds, and further . . . 

The notation is unique also . . . 

Of course, but in the end it is still economical given all of what it is that I want to 
make happen. 

Is there, maybe, an element of your enjoyment in a well laid-out and attractive 
looking page as a consideration when you're composing ? 

I hope not, and to the degree that there was, I'd repudiate it. I'm really not into 
the idea of augenmusiczt all. I notate something the way I do because I think it's the 
clearest way of saying it. And that could mean that it's not familiar. On the other 
hand I ve written pieces that look very familiar and traditional but which don't 
sound that way. It just happened to be, again, a more economieal way of writing. 

Well, I ve looked at that score [The Emperor], and what surprises me is how dif-
jcrcnt it sounds from what I had in mind. 

Well maybe it's wrong. I would be very much interested in the possibility thatif 
you ook at a score and it means a certain thing to you, and if you were in charge of 
the performance, it would come out sounding as you see it. This is why I say that, in 

%TnSuof deiiverins oneself to one's time'to one's 1 

verv int , p ^ ^ ̂  In fact' ^ opposite; I would find it 

Tha Mn rl Ve w" T Y 3Sked B°b h°W He reacted to the Performance of 

recordlX* !"*' I3'5" d'd* mem°nam ' '' E«eh«» ^me!(quartet) for a 
no who tho h re7e™berugettm6 an "tonished reaction from Salvatore Martira^ 

Ws'ptcestr ne 7 I " 3 °NCE C°mP°Ser'alwa^ 
I fim wrote r Th- 7" ' S°Unds he was familiar with. When 
anese performers T T" ™ ̂  <° d° bh WOrk Japan, withjap-
ve7su iTd and"? ! 7™ 7' WH° C°Ul<Wt read ™ 
G.1 wifh n Ame nk"°tjtjemb,ly happy- 1 was al» going » present his Lis 

formed music of any son And th " f' C°mmercIals and who had "ever per-

But, at first, Martirano couldn't bdLT^cSh j ^ 7' T ̂  7^ 
I think nrnbaKKr „ J > I c could do something that complex. 

Ludens? ^°U Cver re Huizinga's book Homo 
No. 

being is essentially "pV êĉ d^Hewlk'' h""hu he,cU'mS that the human 

ks about children's games and what it is 
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that adults do with their days —he explores the question of when it is that people are 
willing to obey rules and when they're not, and what constitutes " an admirable per­
formance" and what doesn't. These are very fundamental questions, and matters 
about which I think Huizinga is only speculating. 1 hat's one of the problems I have 
with "populist music." I'm not sure I know what it is that people like or like to do, 
and I think there are big gaps in the degree of clarity with which we define art and 
other forms of activity that have aesthetic overtones. There are a lot of things that 
we enjoy doing on just a convivial basis . . . like walking together. It s enjoyable to 
walk in a big group of people, especially when there is a sense of ari lval going to a 

football game, or whatever. 
Maybe that's a good insight into the insular nature oj the group of composers 

we've been talking about. Things are changing at Mills and appear to be going to 
wards the direction of enticing larger crowds to concerts. Only a short time ago there 
was a feeling at concerts of it being a "secret society. " If only ten people showe up 
and this was sometimes the case—it was okay as long as everybody had a goo time. 

Well, I'm not unhappy with that situation either, but what I am saying is that ,t s 

always risky to put yourself in the position of trying to determine who s ou 

ten, who is listening, who has listened and what that means. 
But you've said before that you want your music to be played and to e isten 

I'd be glad if it were. . 
I feel that a number of composers are thinking that if the au icnce for new 

is fading away, then there is reason for it and that reason can be one of tw0 ^ ^ 
That is to say, it can be on the audience's side or the composer s side. Eit ert 
posers are not making their ideas clear enough in their work or the au icnte is 
off for reasons we don't know. I'm a little puzzled by what you say because you say 
t h a t  m u s i c  m a y  b e  l i k e  " p l a y " — t h a t  w e  e n j o y  w a l k i n g  t o g e t h e r  a n  . . .  

I meant to say that there are things that we like to do, and there are t mg 
to observe being done and I'm not sure that an effort to join t ose t^° some_ 
^sed. I think they may be different aspects of human behavior, and t a 
thing we may want to participate in should involve natural capac i t i e s  that we 

W and no, put too heavy a demand on what we call "sktlls," b-
ferentiate, and in certain sorts of situations, one does not want to ̂ renttated. 

But all your pieces involve highly specialized skills, from my P01™ wiH 
Oh yes, there is no question on this point: I never have, and J J 

80 into that area of simple, "on command" music. It doesn -PP ^^^ ̂ ut 
me- Howe v e r ,  i t ' s  n o t  t h a t  I  w o u l d  o b j e c t  t o  i t .  I n  f a c t ,  a  n u m b e r  o f  t u n e s ,  I v e  s e  
10 write simple, easy pieces. But they just never came out that way and so, at e 
while, I gave up that idea, and decided to do whatever I felt was requtred by 

mrl is „ much more general question, b« related to tohat 
about. In the biography printed in most of your C. F. Peters score , 
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Varese, and Cage have been important influences to you. While we are on the ques­
tion of complexity, I'd like to ask you about the relevance of Cage to your music. It 
seems to me that Cage's importance lies in opening up philosophical and conceptual 
areas that previously were not considered to be directly related to music. I'm think­
ing especially of the involvement of individuals who normally would not be thought 
of as musicians. You speak of the reserves of musical talent that everybody has, but 
your own music is very much for people with specific kinds of talent. Could you com­
ment  on that f  

First of all, I'm not happy that the music I write turns out to be restrictive. It's 
simply a fact I've come to live with. And it comes from following, or trying to fol­
low the dictates of my ear and my mind. That's the way it comes out. Now, with re­
gard to Cage I'd go back to what we were discussing earlier when you said that 
when you looked at the score of The Emperor of Ice Cream you didn't think it 
would sound like that, and I remarked that perhaps that isn't right. I meant that I'd 
be quite willing to accept the idea that the score means other things than what I 
t ought, because at this point I've started stepping in, in certain instances, and in­
terpreting my own music. The thing that I get out of Cage may not be by any means 
What Cage intended me to get. So, I agree that Cage had among other things the ef­
fect of making people without formal musical training understand that it was pos­
sible for them to do music too. But I don't think it follows that Cage intended them 
to do whatever they d,d without great responsibility, precision, and honor. In fact, 
just the opposite.. Cage ,s venomous on the topic of irresponsibility. He talks about 
discipline and skill and responsibility all the time, which is a little curious because 
t s clearly not the way a lot of people take him. But what I think I got most out of 

o r  Tee Stage Was the msight that if y°u »Ws looked at a certain parameter 

shouldleaTTT 0f " Cer,ta!n idCa ^ HaVing defmed limits and standards' y°u 

enormous! " Y t0 be Hke that?" T° was an 
regiment lmP°rtant ^ °f my traininSin ^ ̂ ™ -ry 

PrlmdZfllTY't thatfen y°" came to music, you didn't have any musical 
prejudices as you had come from another field. 

anvsensetf whT ^ traditi°n of music' It>s not that I didn't have any sense or what music was all ahnur Ir'c rkne ^ i • i 

it would have if I had given my adolescence to music. I gave it to all kinds of other 

. 'SlZT'T-r " t- - -' —" *" 
With Michael von Biel, you mention that / ' ** A^ican. In an interview 

musicians took exception to enZ related"'T' " ^ 
grounds that in European terms that waslf" J T™ ^ ̂  °" * 

just not done. 11 was something that wasn't 
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in their background. I imagine they are thinking about the "serial" idea which has 
non-repetition at its root. And that element [repetition] has been very prominent in 
your music from the early sixties. Are there any other aspects of your compositions 

that you would identify as being specifically American? ^ 
I guess that offhand I wouldn't say that repeated notes were an "American idea. 
But it was what they noticed as being different about your music. 
When I went to Japan, the composers there told me they thought my music 

sounded quite Oriental. Well I'd never been to the Orient, I never had any interest 
in it, and I never had any experience with it. But, at that time, what they were re er 
ring to, I think, was the existence of very long background sounds an my wi ing 
nessto start something and just stay with it —not to immediately go on*° 
point, but to start a sound and let it go on for a while. And they perceive 

ing Oriental. 
Your piece Threshold [1968] has moments like that. T, 
Certainly, but that was written after I'd already been there for a while. They 

would have been talking about sections of Quick Are t e out s o e 

[19M5], I suppose. Actually I don't know what they had hear . . . . 
Which had been publishing my work, had also been publishing the work of a n 
b e r  o f  J a p a n e s e  c o m p o s e r s  s u c h  a s  I c h i y a n a g i ,  M a y u z u m i ,  T a k e m i t s u ,  n F u k u  
shima So rhey already knew my work before I came there, and that was goodb 
cause it gave us [my wife, Karen, and I] a natural introduction. Agates doers rather 

than observers. We didn't come over to study them; we were simp y ^ tQ 

ing music. So far as identifying what things are American, o ^ 1>ve not 

you before that I don't feel I have a very good perspective on 

tried to have any. . > r / i u < p  t h e r e  w e r e  a  
I was asking you earlier whether you had listene to en ̂  ^ a piec£ 

lot of vocal techniques and general concerns in that piece 

like Circles. 
I had heard Circles. 
In ^fact ^Bernard Rands' music also shares some of those true \ 

Of course, but I hadn't heard any of his music at t at p ^ ^ Domaine 
had heard Circles. Cathy [Berberian] had done it in nn1 ^ obviously, every-
Musical players, and ONCE had them when t ic> VOcal techniques in 
thing comes from somewhere, but I don t know w er ̂  ^ textural complexity is 
Emperor came from. I do know that, to a certain egr^ t^at jves' mUsic in-
an outgrowth of an early enthusiasm for Ives. One o t e^ ^ t^at therefore 
(heated to me was that you weren't expected to ear eve^ differently. That's also a 
when you went back a second time, you hear - ^ unrepeat-
notion of Cage's. There are many ways of achieving unp ^ ̂ ttern can't be an-
ability. It's not only by being arbitrary in your c °lce ^ ^ varjegated that you 
ticipated. It is also in having something that is so 
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can't subsume it, and as a result, each time you go back, you follow a different train. 
I like that very much. 

That reminds me of another question I had about "experimental music" because 
another aspect of Cage's work which interests me is the idea of doing things *the out­
come of which is unknown." Is there an element of experiment in your own works' 

Always. If I could say that as a composer I had some strengths, probably one 
strength would be my ability to foresee the sonority, as I have good aural imagina­
tion, and before writing anything, I always know what it is going to sound like. And 
it always sounds as I expect. But the thing that I can't foresee-and I wonderwheth-
er anyone can foresee-is what those particular moments of sound will add up to 
when they are experienced. It's not just tempo; it has also to do with abutment. It's 
one thing to hear a certain sonority in your mind as you 're writing it, but it's some-

ng else to have those actual stimuli come in, one upon another, in a sequence, and 
be subjugated to all the complexities of the mind that is perceiving, that is remem­
bering and that is expecting. For me, that is always an experiment, and I would be as 
careful as possible about not repeating anything I recognized as a formula or recog-
mzed as a mannerism. 

A cliche. 

the''™ T" d°ne an7 W"h the S3me aim or imPulse as an one. From 
e outside, ,t may not look that way, but I always have a different idea when I'm 

the oolvrr' 1 WCre IO° fam,liar'1 Would not do !t-Interested in 
I m alwav ! ̂  7'™ "P t0 somethi«6 ' haven't experienced before. 

experiment r 1" "P"*™* whether 'Vs 

rare You knn 7 ^ 1 W3S UnSUre about ™'d he very 
mentation"inrcomrpositToan.rea X qU"e adamam ab°Ut never Presenting "experi-

Itall went on prior to the actual piece. 

fully £ nida!,rU'd 7tHat 7 3 Cmain tHat'S trae' but 1 w°b'd &>d a-
X do !^ 8 that ^PP™^- ' W°U,d '« down-

there weresev^Psslge^ZLlitchZ77 """'h theaterf'ece 

taneously. This innnlnp / ° °? e events to he happening simul-
ed behind them and a tape-reeled^ pUymg °n Stage Wlth * fil™ project-
what the effect of thn.r I J accompaniment. I had no real certainty about 

film, a series of slides a comolL 7 ^ be °f beln& objected to the 
sually by colors and prisms 7 u °f WOrds which were distorted vi-
Certainly I didn't knowTt Lnv 7 tlmC' 3 four-chanMl sound onslaught. 

. one moment what was going to be happening, be-
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cause it would be different every time. There is no way that you can know what s 
going to be happening; the film and the slides and the music are always going to be 
out of sync with whatever they were before. It's inevitable. I like that. On the other 
hand I knew very precisely what each of those streams, independently, should be 
doing; how they should be behaving; what their material was; what their limits 
were; and how they were evolving. So, the line between knowing and not knowing, 
between predicting and not predicting, is difficult to draw. I don t ever know pre 
cisely what Ping is going to be like in performance, but I know it s going to be some 
thing like "this," and if it were not like "that," I would probably be disturbed. I 
would know that it hadn't gone right, and sometimes that happens. I'll see that cer­
tain types of things are happening and I '11 realize that the slide people arc off in their 

timing or sequence. 
This line we are talking about is a line that other composers fi om ONCE c 

to take much greater liberties with. 
Well, I'm not sure. I think so from the outside, but if you look at it from another 

standpoint you could say that although they may be willing to accept anyt 1 g, 
this "anything" is only something that a certain small group of peop e are go g 
do. That is to say, are they really willing to take the same ideas an materia 
give them to anybody and accept what it is that comes as a resu t o t at. 
not. So I'm not entirely sure where there are frontiers, where there is open , 
where there is not. All those questions are many-sided. That was certain y t 
for a long time with David Tudor. Everybody would say, "Well, as ong as a 
Paying it I'm willing to accept anything he does," because he never 1 an 
that was unacceptable. But it's something different to give it to pianist 
who might have a tendency to do things that you didn t find att 

Do you want to ask your question about "experiment? 
We// I think we've pretty much covered that. heain-
I just indicated that Ping was still very much an experiment for me i, the beg 

ning, and if it hadn't turned out to have potential as a --jo-non |t wou!d ha^ 
stayed that way. I would have been happy to have exp ore t os ^ ^ 
work. But then I got excited about Ping's impact, an t at ^ {think it»s 

and the voice, and that surreal expansion of the human and nc 

lot of work in the spatial location of:J™ 
[<971-74] has various sections in which the instrumentalists ch g P 
a four-channel tape and moving amplification ... ^ant km- not an un-

It catne from a concern with creating a total sound always 
controlled one. I'm not trying to produce the e ect o und a iistener. It's a 
multidimensional, and I don't just want things going o < think there is 
matter of being interested in "spaces" that don't exist elsewhere, 
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a good deal to be said potentially—if again one wants to return to the question of 
public service —for providing opportunities for people that they don't otherwise 

have. I mean obviously in some sense, any experience is unprecedented in one way 
or another, but our capacity to make perceptions, spatially and linguistically, ex­
tends very much beyond the demands that are put on the nervous system in ordi­
nary life. So, we're able to perceive things in music that we would never have occa­
sion to perceive in any other way. 

You mention homework," and in your pieces you are extremely specific about 
notating effects you get from inside of the piano, multiphonic sounds on wind instru­
ments, w histle tones, et cetera. How much time do you spend investigating before 
you use those sounds in a piece? 

A lot. It's the same thing we were talking about earlier. I like the indefinite and 
variable aspect of those sounds. On the other hand. I don't use anything until I feel 
er) con i ent that it s practical. I need to be certain that not only one, but a number 

of performers can very reliably do the things that I'm going to ask for. Now, that's 
when I m using them in a piece or in a score. With regard to Still [Voicespace I, 
I975J, clearly I couldn't make a score or a performance piece out of that. There is no 
way anyone could ever perform that live; not the singer that recorded it [Philip Lar­
son], nobody It would be quite impossible. So there I'm not restricted, and can use 
anything pick up with a microphone or anything I can do with electronic modifi­
cation. But so far as instrumental and vocal requirements in a live piece for perfor­
mance are concerned, I'll take a lot of time to research the possibilities-and that 

u did the samp h ^ ^ Afferent and articulate and I wonder if u aid the same kind of research with that? 

Jve'lt's thehendaref"l!0 Perf°rmed ™ which makes them ™ch * 
mjdetely dark ^ beC°mm® dark« and d"k"> a"d ^ally it's 

Iclonk know^° a^°Ut do*n% homework on large orchestral effects? 
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It seems to me that you have to guess to a certain degree what does and what does 

not work, and if it doesn't work in a piece, then you tend not to use it. 
That would seem right, but, for example, 1 feel that the orchestration that you 

heard in Threshold is successful, and yet I had very little experience or training with 
a really big orchestra sound. It's just something that s never been a problem for me. 
The homework really doesn't come in that way, it comes in terms of getting an in­

formational base from which intuition can operate. 
There are several questions I have about your compositional technique. I wonder^ 

how you go about choosing pitchesf It seems that you use a very systematize p 

poach. . . . i 
Well, Quick Are the Mouths of the Earth, for example, is totally sena . ot on y 

the pitch selection but also the textural fabric, the timing of sections propor J' 

are all worked out in a rigorous manner. And that s actually w at e me tc 

concerned about time perception. 1 decided that in working t is way, 

kind of standard approach-it is the way Wuorinen works now as I u"dersta 

dealing as it does with musical architecture in a proporuona way, an wi ^ 
ical aspects being drawn by some means from rows —for examp c, put •_ 

its most compact position horizontally, and then measuring t e num r-fj- an£j 
tones up, to get numbers and so on —that was a common procc urei in -od Qf 
sixties with serialists. I was taught those techniques, and for a consi er 

«"W~ .Mr*9 *. 
Could you describe in more detail the technique of 

scribed? 

It 

Well, as it was taught to me by Roberto Gerhard at the University of Michigan. 

:'s a matter of taking a given series and using it to shape eve 

A twelve-note series? , • nnmber of ways 
Usually, for the hard-liners, although it may be segmen e Qr fivCj 

into trichords, hexachords, or whatever. I tende to ivi ^ ^ expressing a se-
or some division that wasn't even. There is a most compa ^ jntervals. However, 

hes. Of course a series is not in the end a series o pitc es to treat it as a suc-
at the very beginning, when you are building a set, it sjposs ^ ̂  ^ ^ either be a 

cession of "pitch classes." Well, clearly, if you have a > ^ ^ ̂  -dea 

major second or a minor seventh, depending on how y "Hon 
would be to establish the row in a compact but accepta i e posi 

Within an octave. serjes Gf pitches or pitch 
Perhaps. Now the most compact position wit nn chromatic scale. Ob-

dasses is known. To take a trivial case, let s say you < ^ cetera, up to 12. If you 

viously, if you start on C, C would be 1, T) wou jntervals, you'll have, asso-
take a series that begins with any particular sequenc from 1 to 12. If you 

«ted with these pitch intervals, a particular ser.es of numbers 

171 
Landscape with Roger Reynolds 



then permute the notes by inverting the row, you also permute the numerical values. 
So, if you were dividing your row into tetrachords, it would be possible to add up 
the first three intervening interval numbers and define the first tetrachord in this 
way, or the first four numbers that are associated with the pitch classes, and deter­
mine some kind of numerical relationship. Let's say the first group of pitch-class 
numbers adds up to 36, and the second to 24, and the third to 12. You'd haveathree 
to two to one ratio. And it's that kind of approach that can generate architectural 
schemes for formal proportions in serial pieces. 

It was felt by some composers that there was some kind of parsimony operating 
there and that, if the time durational numbers were drawn from the pitch structure, 
It was preferable. Clearly, it's convenient, because it gives you reasons-if you lack 
reasons-for doing something one way rather than another. But after I'd done this 
kind of thing for a few years, I began to feel that in spite of the fact that the struc-

at were create in this way had a sort of perceptual integrity, they didn't 
have an integrity that I was able to feel easily. In other words, one section was longer 

an another but the feeling of time experience during that "longer" section might 
be longer or shorter than a section that was objectively shorter. So I began to detect 

teZr reaCtl°n'° TS1C that there discrepancies between what the archi-
feehmr T ̂  ^ ' d°ingC'°ck time' objectively, and what I was actually 
wetxLTnce r ̂T"8'' T d° Penologists know about how 
didn t knn T trymg fi"d out 1 found out ™ry quicklv that they 
about the^act'rh^ 7^ ̂  m°re than musicians Low. If you think 
eminemlv an t T" "7 ̂ T*-"1 aS CaSe Poi™d °« - allst pte-
time Thev talL h" tlmC " S aSt°mshmg that musicians almost never talk about 
LTthev don't Ik ,tCmPO 3nd Ulk ab°Ut rh^hm and ^y talk about length, 

after having r\pr\AnA .-U 1 • ' n Was *irst P»ece that I wrote £L— - - -« 
At titT 7%0dy0U Ch°sef°ry°«r earlierpieces.' 

one arbiter always and fLt final lrbZ7s A^r TndT ^ tW° 7^' ^ 77 

you do is to find a way of going about l\ °*PPr°Ve" aura,,y or not- So the th,ng 
that you need to deal with pitches. You on L 7 °r duratlons to the de8ree 

gives you the best return a out sc'ect,ng them on the basis of what 

2 
r̂̂  ̂ deriVed fr°m the ™ «° ™".Ple 

lei sub-sections, the further division of Lb-secdons dlV,S1°nSof » «ork, their par 
sections in a consistent way, and so or 
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That brings up an interesting point because there are many instances in your mu-
inhere it seems that the effect achieved through what 's written doesn't need to he 
,s tightly controlled as you have chosen to write it. There is one place in Blind Men 
where you have a thirty-second decrescendo for wind chimes alone and you provide 
me exact pitches for the chimes and a graphic diagram of how it should decay. That, 

to me, seems very fussy. , 
I can tell a story about myself. When I wrote Quick Are the Mouths of the Earth 

I was in Italy and I had no prospects of it being performed. It was simply a piece 
wanted to write to get some experience with a large chambei group an time 
sion. It happened, though, that it was performed rather quickly in New or , an , 
year later, I got a letter from Larry Austin, who was at that point at t ic nivers y 
California, Davis, and he asked for a score and I sent one and he wrote back that e 
was going to perform it. He wrote that he thought the notation was very ussy 
Such was my perspective at that time — working alone in l.uropc just writ SP 
es literally in a vacuum without ever hearing anything 1 was writing. h 
letter said "fuzzv." I read the letter to be a criticism of i n a c c u r a c y  and vagueness 
my notation. I look back on that with mirth now because I rea l/.e was s 
specifying things then that I thought that even Quick..., w ic now oo 
being extremely detailed, was "fuzzy." So, certainly, at the tune I was wnungthose 

pieces 1 had a less pragmatic view of things than I do now. ^ n t e o ^ 
don't think I very often put anything in a score which couldn t ave mea ^ 
>s to say, it may not seem to be necessary to the effect that one ears, u 
if it's done the way I've specified it as opposed to other ways, there ts add uce. 

My experience with serial or other similar methods, is that most comp sejs u* 

great liberties with the material they use. It seemed to me, oo mg 
pitches for the chimes, that they just happened to be «left over-at the end of one 

I don't remember-it could be. On the other hand, if theredtad 
and they produced a sound I didn't find appealing, I would lave c 

them, or else dropped two. , , 
That's what I was getting at; you stick to the letter of t e aw ^ ̂  d^ee that 

No, I'm absolutely shameless about systems, use c produce results 
they produce sounds that I like. Now that doesn t mean t a^ ems_not just 

that are immediately accessible and pleasant. I li e t e 1 procedure—re-
serial systems but "any form of system that detain" 'talking 
s,sts what I might intuitively want to do. do make a decision about 
about rows or notation in any traditional sense at a . ^ certain course. 
Processes, the same is true; you decide that you i c goin^ t , • reasons, and I 
That course then resists decisions you might make for ot er a ^ ̂  it resists 
hke that interplay between something which I have ixe a ^ tkat «mo_ 
something that I may want to do at a particular moment. In 
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ment" in which I want to do something persists, then I'm likely to change the sys­
tem to accommodate it. Or perhaps I'll simply "break the rules," and I think it's 
quite true when you say that almost every composer has taken liberties with sys­
tems and uses systems only as a stimulant because they "worked," and as soon as 
they stop working, abandoned them. 

It seems in your more recent pieces that pitch is far less of a consideration than in 
your earlier work, but you still have to choose them, so what are you basing your de­
cisions on ? 

I still deal with some underlying system. The most frequent procedure now is 
probably the one that operates in I/O: A Ritual for 2 3 Performers [1970]. That came 
about because I had nine singers, and I decided that each of them would have three 
pitches and that those pitches would be shared in certain ways. I also had the restric­
tions of the female vocal range, the clarinet, and the flute. I had certain information 
about instrumental multiphonics, but it didn't happen just by chance that the range 
of the clarinet and flute was the same as that of the female voice, if you take it in its 
widest range, from coloratura to contralto. I started considering all of the multi-
phonics that I knew, and I culled out those in which the pitches on the clarinet and 

ute matched. The pitch structure in I/O, then, is derived from a statistical consid­
eration of the materials available until it is all worked out and there is a definitive 
graph. In fact, in the score there is a chart that shows those pitch relationships. 

n other pieces it will be related to serial procedures in one way or another, in-
asmuc ast e work deals with specific pitches as reference points (although there 
eems to e no music I write now that stays always on particular pitches; it's always 

wandering and ghssandoing). Nevertheless, as long as pitch is around, you have to 
deal w,th it m some way. I have arguments with students here about this, because 
some younger composers are willing to ignore or at least take the position that they 
can ignore a certain parameter such as pitch, and it thereby becomes very offensive 
in heirwork. But if they took even the most simple-minded attitude towards it, 
everybody has to play A," it then is "taken care of," and it doesn't get so much in 

the way of whatever it is that they really want to emphasize. I organize pitch in or­
der that it not be disorganized, and not just because I feel a commitment to pitch or 
oot movement^ut ,t ,s true that on a large scale, quite apart from Schenker a pro­

gression pitch centers has an effect on us in the same way that a progression of 

that ' " ̂ temperatUre °r smells has an eff«:t. So I always pay attention to 

IhfZ'TI Sche"ker's ideas to any music written this side of i9oo. 

"alleeiances ' t u"' /" 1 Mieve that the idea that there are long-term 
trneThe her v °?.0r.another "̂rental element in an overall pitch structure is 

And even iir Afric " ""i T t™e » a" that J know anything about. 
ferentiation of "higTaT'W'"This ' Pnmar,ly Pe^Cussivei it may simply be a dif-

is factor is still there, and as long as the material 
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with which we're working continues to have that dimension, you have to pay atten­
tion to it. But, for me, you have to pay attention to all of the characteristics, and one 
of the most particular to me is the spatial position of a sound. It has now become as 
important to me as any other parameter. And if it s not feeling right, I m bot ere 
by it. It's one of the reasons that the project of putting my work on video, or into 
stereo recordings, is very unpleasant —although I agree with the purposes o istrl 

bution. So, in a sense it's true when you say that my music is concerned with rela­
tionships, but they are not relationships that are easily schematicize . ea y, t y 

have to be experienced relationships. 

I'd like to ask if you feel that in exploring instrumental capacities you've discovered 
natural limitations in the same way that there are physical limits to how fast a runner 
can run a mile. Is that area of exploration "drying up," or is there always plenty of 

fresh information for you? u. , „, > 
I'm constantly in the process of doing what we called earlier, homework^ I be­

lieve one must, in a way, nourish him- or herself, and at t is point can sa 
don't feel anything is drying up, because I don't go back to t e same wa er 
often. I always £ to revisit ideas or instruments or instrumental cotnbtn^on 
from a different perspective. Certain comb.nations of sound, as m the BoutaL* 

marteau sans maitre, are getting very, very tired. So many peop e ^ 
continue to use it... It's not fair to say that a great new piece cannot b e w n t t e n t h t  
way, because it probably could be. One can imagine that there could be an exp^ 

ence you could very much enjoy related to that kind of com mation..' ' ^ 
getting dried up; but, for me, if you explore the notion that I have drawn out of 
Cage,and you continually ask "why does it need to be this way. or ^ y 
lunation?" or "why not that!"-then there are many things yet » be exp,o 
think it's possible to dry some things up in the sense that they become aural 

as is true of some of the early synthesizer sound voca u ar resources are 

So you are saying that in terms of where ^ 'direction of using 
not drying up; but your music has shown a dcji g increasing textural 
electronic sounds and, less specifically, "instrumental pieces 
considerations. I wonder if you feel yourself shifting away from instrumen p 

and moving more towards electronics? , , t^e voice, 
We,., the thing that's interested me in the last Still are 

Without any modifications at all. Of course, t ie soun However, 
perhaps ve^ unfamiliar but they are still done 
these sounds would not be usable were it not for e ec r , recording. After 
o f  a l l  c o l l e c t  t h e m ,  a n d  i n  t h e  c a s e  o f  S t i l l ,  I  d i d  t h a t  b y  m . k . n ^  ^  
they're on tape, there are all kinds of other things you allow me to 
tronics, are very much in the picture for me—not jus would otherwise 
transform sounds but because they allow me to use sounds that 
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not be available. And that's one of the powers of electronics that's interested me a 
great deal in the last few years. Not synthesis, but specialized collection. 

That seems to be one area that Cage has drawn attention to—the amplification of 
small sounds. 

Well, we have telescopes and microscopes, and it is odd that no one has made 
that transition . . . 

Close-up technique in cinema has been around for years. 
It s a natural part of what I do. Another thing, just to finish this quickly, is that 

speakers and tape allow one to not only store and use sound in musical contexts that 
would not otherwise be available, but they also allow one to present "total environ­
ment" situations which I find very attractive. In fact, I find it almost imperative at 
this point. 

In your piece Threshold you describe the underlying ideas to be firstly gradual 
change, and secondly, abrupt change. Those two ideas seem to be the main concerns 
of composers in the pure electronic field. For example the "phase " and "drone " on the 
one hand, and the fast gating techniques, where as little information as possible is 
given as quickly as possible, on the other. Of course that's a generalization, but I 
think it's basically true. I want to ask you how much you have benefited in your in­
strumental compositions from the knowledge of electronic techniques and the formal 
ideas they produce f 

Tremendously. I wouldn t have thought of it as being especially related to 
hreshold, but it may well be. Why not? Slow evolution, and sudden change-those 

are things that electronics have given us access to. And they are things we also be­
come aware of because we are unaware of history and because we are conscious of 
the disjunctions of daily life. 

Can you talk a little about Ping, which is based on Samuel Beckett's text of the 
same names 

It seemed to me that one of the most essential concerns in this work of Beckett's 
was to preserve the ambiguity of direction, or of implication, in terms of the way 
words went together. It occurred to me that the only way to maintain this ambiguiti' 

ould be to have the words presented in such a way that they happen differently 

I„ TT I"6 n I r°Ught f0"h tHe idea °f visually projecting the text, and 
I thought, well, ,f I m going to project the text and have visuals, there ought to 

be a visual counterpoint of images drawn from the text. So that led me to the idea of 
enher using shdes or a film. What I really wanted was a dancer with closed circuit 

lit es „ T " T "I IO° eXpenSiVe' N°W' * be -7 to do. But in 
day and t wa B t0 vdrCUit " WaS about ^-thousand dollars a 
dl know anvl 8 T If S° 1 StUck witb ^ ̂  of a film, but I 
teen ecoI' then decided to write a scenario in terms of fif-

2oomine and i I eVerythinS' I[ ™ *« d°nc with constant slow 
zooming and panning. I bu.lt the box into which the motionless figure was put. 
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Through friends, I found a cameraman who had worked with Kurosawa but 
who didn't speak any English. Everything had to be explained through the scenario 

in Japanese. And it was the same with the Butoh dancer, Seikiji Maro. He was in a 
very strange theater company, and was known for running through audiences — 

across the chair backs —swinging a samurai sword. He also spoke no English. My 
conferences, sitting down and talking to the actor and earneraman, wci e very funny 
because they thought I was completely mad; but they did, nevertheless, what I 
asked. I controlled the film completely— the lighting, the camera angles, the s ots, 
the focus, the panning. Everything was specified. Maro just stood there in t e ox, 
and 1 would occasionally tell him to blink or to do this 01 that, but genera y it was 
just a matter of being motionless for hours. And under ten-thousand watts of light. 
They had these big, old lights operated by rheostats. It was bizarre. Then, cutting it 

was unbelievable; doing the editing, again, with people who didn t now w 
wanted and had never seen a film that looked anything like this, because it was 
twenty-two minutes of no movement of all, except for the camera I liked working 
with them very much. Everything was pre-taken with regard to fades, et cetera, v 

erything was done with light in the filming—no opticals at all. 

But you had to add the sound track didn't you? . 
No, there is no sound track. There are three elements to Ping. °n^ 1 e ,magC' 

one is the text which is projected and which is actually performe . e 
hundred and sixty slides, shown from left and right pi ojcctors w nc i a 
and use colored filters, prisms, and so on, in accordance with the score w 
you when you can use which colors and how many arc allowe or eac sc 

Beckett's text. Finally, then, there is a tape and a live, improvised instrum p 

formance; but the improvisation is within a certain set of restrictions. 
It seems odd to me for you to descrtbe Ms piece as being lavish because 1 

what I feel Beckett says is said through sparsity of means. Y n n 'recer-
But sparse 0f express.on is not the same as sparsrty of expenence. You re^ 

tainly right that Beckett is very economical with his means, t m ^ result. 
Bon. It's a limit of Beckett >s that you as a reader, are expected to donat to the msu^ 

He's certainly talking about things that are Ut performed one time 
tions. Peter Yates [the critic] wrote me a letter after seeing / g P „ he cQn_ 
m which he said it was something like being "seared uner a roi ^ ^ 

nnued to say how he imagined a pork chop felt. He ^ ^'^"ion'but never actu-
Bad often had the feeling that Beckett was pointing • enmewhat regret-
ally delivered the experience. His feeling was that, as a rea er, ^ ̂  [Yates] 
ted that Beckett did not go far enough in deh^is.m~a„^fo.iow_ 
was never confident that as a reader he had pro) concerned with 
through. Ping, like so much of Beckett's writing in t at PJ-1 u ' ^ wjiat yQU are 

personal loss, with pain, and with the inability to now w . • j wanted 
^ere for, what you are doing, where you've been, or where you are go g. 
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to deal with that world, and to intensify it. I wrote to Beckett and we corresponded 
about it, and he approved everything. It was quite amusing because as you say, in 
terms of lavishness, I would write a three or four-page letter and he would write 
back a postcard. Finally, he wrote, "Dear Mister Reynolds, you have my permission 
to proceed—Samuel Beckett." 
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Extending Instrumental Techniques 
by Paul Robinson 

In his book Mind Models, Roger Reynolds sets out to explain recent, changing 

views of artistic experience. He draws from a wide range of sources inc u gd? 

chology, acoustics, electronics, fine art, biofeedback, theories o time, s 
tual practice, sound location, John Lilly's dolphin experiments, biobgical rhyt 
and more. His musical thought primarily derives from these studies and attemp 

make aesthetic inroads based upon them. In this context Rcyno s w 

Historically, composers and sculptors have moved rather easily to^^^TlsTod-
the influx of new ideas and technical developments, tor cp*£*° of potential has 
erate. This is no longer the case. In the past ew cca , ^ complexity of 
spread almost virulently. Many artists have be P {Mmd Modds, page 

unfamiliar perspectives and technologies, ignoran i 

In his composition ... from behind the unreasoning mask [ 1974"7 5 ^^°t^e ex' 
percussion, and four-channel tape, Reynolds concentrates is at ci 

perience and various modes of response to repeated events. music," al-

The compositional method used might be descri e as freely evolving 
though this is a little misleading as that term is normally reservedfor ^ ̂  ̂ 

compositions. Reynolds' score is fixed and precise, ut arising out of a 
"hve" process pieces. A set of conditions is agree upon 1 ^ various factors 
quotation from Moby Dick) and during the course ot t t p 
work themselves out in relation to each other. £Qr two iive per-

Reynolds creates a dramatic situation in the piece y^ ̂  resents the "mask" 
formers and a four-channel tape recording. It is t ie tap ^ ^ composed 

(the unconscious) against which the live perfor mers resp ^ worcj "transient" (in-
°f series of transients. In his sketches, Reynolds c we ^ is it that pro-
dwelling or outgoing) as being "impermanent or non p^ ^ j^epetition is classified 
vides permanence? —"the key to permanence is repetit mt m the evolution of 
into types: regular, irregular, trending. It seems t at at t 1 ^ vividness, 
W ideas, the use of a tape occurs- "a collection of transte n^ ̂ 1 This 

special perspective, and security) . . • they are cues, ^ function to begin, m-
k'ads to the conceptual foundation of the piece, ie ^ ssumc? Reynolds chooses 
terrupt, redefine, end. What attitude can the per ormeT* always the same re-
three possible response "modes": yogic no respons , 
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sponse; normal —by which he means the Western response: a gradual trailing off of 
interest in something repeated. These three response modes are directly based on 
scientific observations described in Mind Models. A representative from three 
gioups, normal, yogic, and Zen, submits to EEG tests. Loud bursts of sound aperi-
odically interrupt calm with the above results. 

Another, and more personal, analogy to the "mask" that the tape represents is 
found in Reynolds sketches: "living near the ocean ... sense of long periodicities... 
sense of something with authority, the nature of which cannot be easily discov­
ered. There are two types of transients on tape. First, there are six loud and unique 
transients occurring simultaneously on all four loudspeakers at 3'20" intervals. 
These are from acoustic sources —as are all the sounds in the piece—recordings of 
large, found metal objects: an open short spring, a buzz spring, a noisy cymbal, a 
butterfly aluminum plate, a short spring, and a brief rattle spring. The transients that 
result when they are struck with a hammer occupy only their own natural decay 
times. Secondly, there are other, trending "series" of transients which make up the 
major body of the taped material. The sound sources for these are classed as follows: 
wind (trombone); string (piano); wood (claves, marimba and other wooden percus­
sion); stone (marble chimes, rocks); complex metal (springs, plates, et cetera); 
pitched metal (crotales, glock, vibraphone, tubular chimes). It seems that the com­
position of the tape material preceded the instrumental parts in that the trombone 
and percussionist's material is often derived from the tape. 

So, we have, so far, a potentially dramatic situation in which players are given 
material with a choice of responses-the sense of mental attitude-towards the au­
thority of a fixed tape. Charles Ives' The Unanswered Question has a similar "back­
ground "/"foreground " aspect to it. A string orchestra plays a curtain of major and 
minor chords representing the infinity of space. A trumpet asks "the perennial ques­
tion of existence" with a short phrase, and four flutes take up the issue without ar­
riving at any solution, the curtain of chords remains unaffected by any of this. Per­
haps this was the original "process " piece ? 

Pitch organization of the Reynolds piece is dodecaphonic. The tone row used 
contains only major and minor seconds and one minor third, providing an evenness 
of harmony and avoidance of tonal implications. Only five versions of the row are 
used in defining the transient series. The range of each set is organized so that suc­
cessive series begin higher and end lower; each has a downward-moving tendency. 
As the rhythmic units expand (this will be explained later) repetitions at some pitch 
1 ve s becomes necessary to fill in the expanding space. This also has the function of 

transient' * ***** ^ C°mPlex tasks to Perform in response to the repeated 

he was'usfnp16 ^ Reyn°lds wrote Quick A™ the Mouths of the Earth, 
abaldondTt ? " a< aI1 '-Is. He has 
abandoned that manner of rhythmic organization since it seemed unresponsive to 
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theway we actually experience time. In. ..from behind the unreasoning mask, Rey­

nolds favors a geometric organization of time and chooses proportions that form 

slowly expanding temporal series. For example, the first time series on tape is the 

wind series, and it has these proportions: i.33» I*^7» 2> 2-33> 3' 3-^7» 4-5> 5-5» 7> 8-5* 

10.5,13,16, etcetera. 
Reynolds has a unique method for arriving at these series. Using logarithmic 

graph paper, he draws a diagonal. The vertical axis represents time and the horizon 

tal axis provides equal spacings which allow him to read off geometrica y re a 
time measurements. He first decides on the total length of time that the series must 

add up to and then plots a point on the diagonal that should give him t at measure 

ment, approximately. Once points have been marked on the diagona (at, say, 

an inch intervals along the horizontal), he reads off the time units an a s t 
gether and checks them against the desired total time. Say, tor examp c,tiat 

units has been decided on as the total length of a series. If we take rea in8s 

inch intervals, we get 0.5, 2.4, 4, 6.3, 10, 17, 27, 44* 72> which a c s UP to 1 3 

is a little low, so if we take each reading 0.10-inch further along t TC onzon , 

get 0.6, 2.6, 4.2, 7, n.2, 18, 30, 48, 80, which adds up to 201.6. 

needed, but this result is acceptable. The first time scrles actua y ser;es 

totals sixteen minutes, the length of the entire piece. Tie rer"^inmg, , 
(string, wood, stone, complex metal, pitched metal) have overall lengths that ̂  

progressively shorter, so that they start at later and later points in t ic pi 

series, pitched metal, is less than six minutes, starting at 10 23 . „._jq nf the 
As with common serial practice, the results are tailored to sun the needs of the 

composition. Judgments about the kind of results wanted are ma e pr 
epilations on graph paper. One such judgment was that at a certam 
Reynolds wanted vety little activity, to allow the instrumentahsts to penetrate * 

mask. He manipulated the series and their placement sue 11 at ro > Using 
each of the series in progress coincides with a measurement o 11 

i. -y ».» * 

>«nandi^,ml. If you bogm h.gh.r on the verb.* . ^rL( ,ug. 

will start with larger figures but not increase them as ) oarallel to it 
mentation or diminution of a series already taken, you can draw a hne paral ^ 

starting higher or lower. The way a temporal series unctions , together at 
l^e pebbles thrown into a pool in slow succession. The rings are close g ^ 
first and slowly become larger. By the time the last pebble has 

rings from the first are faint and widespread. , repetitions of 
Within the six classes of transients, I have alrea y me f\][s gives rise to 

some pitches became necessary as the time proportions in primary 
tw° ̂ rther distinctions in this secondary [regular] c ass ^ eate£j ones. A chart of 
°nes being those at 3 ' 20 " intervals): between unique an rep £rom simple to 

possible speaker-locations, sequences, or paths, is rawn 
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complex: AB, AC, AD, through ABCD, BCDA, CDAB, etcetera. Each member of a 
transient series is assigned a particular rotational pattern. Choices are based on a 
counterpoint that constantly shifts the sound, but rarely leaves any one loudspeaker 
idle. For each transient, a balance is maintained between simple and complex move­
ments. For example, the eighteenth transient in the wind series (an F on trombone) 
has the following movements: BDA, BCDA, BCA, BCD, AB. It forms a counter­
point with the incoming string series in a complex way. The wind series has now 
reached expanding time proportions of one minute or more. The string series, how­
ever, is just starting. Between three and five minutes, the wind series contains only 
two transients, 18 (F) and 19 (G). The string series forms a counterpoint with the 
wind, but also with itself in that transients 1, 4, 6 and 9 are repeated at regular inter­
vals and have their own speaker movement, contrary to that of the unique transients 
2, 3, 5, 7, 8. A table of speaker movements in Reynolds'sketches was used to main­
tain a uniqueness of effect-since some pitches are repeated. No two identical 
speaker movements are used throughout the piece. Significantly, the movement 
around the speakers also makes the cueing for t^ie instrumentalists easier, since thev 
learn to expect cues from a specific location. 

As I have mentioned, all the sounds on tape come from acoustic sources. The 
only modification of them comes from octave transpositions (halving the tape 
speed) and splicing tape to the required proportions. Reynolds has a good ear for 
acoustic sounds that seem to originate from electronic sources. This is true even of 
some passages for the trombone and percussion. Reynolds has done much work 
wit i new piano sonorities-modifying conventional sounds with picks, paper clips, 
combs et cetera. The string series on tape is all derived from piano sounds and all 

om t e insi e o t e piano, either directly or from resonances set up by playing 
instrumems into the piano with the pedal down. In the percussion domain, on 

tape and live, the composer uses extended techniques such as bowed marimba, 
owe vibraphone, superball mallets rasped on a bass drum head, bowed tam-tam, 

knitting needles on vibraphone and glockenspiel, and more. All of Reynolds'music 
has the element of extreme demands made on the performers' technique. From his 
sketches, for example: "Non-synchrony of action by players, also extremes oftax-

rh ' th  dT  ( t r o m b o n e ) '  a t ten t iveness (percuss ion) . "  Reyno lds  has ment ioned 
hat he did consider not writing parts for instruments but simply describing verbally 

,r lresp°nse t0uthc taPe that he wanted. He is philosophical about the even-

tol th t « °UtTe' P°'ntS OUt that in his exPeri™«> he was always more able 
but with S°fmeth:n®e*trf OUt °f P«f°«ners not by giving unlimited freedoms 

areaTvohedh 7 'S d-idedinto four areas. Each 
area is typified by a set of conditions. For example, Section One: 

Explore c^nfT f <have early interruption of tails). 
out interruption' ° reS°nanCeS and s,lences. that is, sometimes just let things ring with-

182 
Music with Roots in the Aether 



Explore possible ambiguity between percussion and trombone. 
Explore irregular (non-referenced) rhythms. 

Reynolds says in his score instructions: "A constant interplay of changing attitudes 
is inherent in the score: between the players and the tape, between the three players 
(a percussion assistant is required), and between different aspects of the actions si 
multaneously performed by one performer." The last point here gives rise to some 
of the most challenging passages of the piece. A passage for percussion soon a 

six-minute mark requires the performer to play an acceleran o wit i one an 
ritardando with the other. A further example, in the trombone part atfhty-eg^ 
seconds, asks the player to perform a sforzando repeated note c anging 
sition ,o another location that provides the same pitch. It ,s th.s k.nd °f ™ ̂  
Reynolds describes as "non-synchrony of action.' He focuses a great deal of tuten 
tion on the kind of mallets used by the percusston.st, somet.mes asking the perl or 
erto play a passage with unbalanced pairs of mallets. Th.s also produces a non syn 

Ch7„TkL7modre closely at how Reynolds specifies the reactive ™^smjhe in­

strumental parts, the beginning of Section Three^^linTi^eKort to repeat ex-
sponse in the trombone part. The instruction reac s, g fnrm " In other 
actly/capitalize on slight irregularities while retaining the baste form, 

words, a gradual trailing off of interest in accuracy is p ^ four minutes. 
An example of the Zazen response is found in t e tro , x response to the 

Here, the player must attempt an exact, uncha"S'"g''^formers react to the tape 
repeated tone on tape. Concerning the way in w gradually builds up its 
over its complete length, as the tape [the aggres-
density with more and more sustained tones, t e exasperated attempt by 
sive in their effort to penetrate, ending with a ramatic j very difficult 
the trombone player, beginning on a B-flat very high in his range 

to play at this point in the piece. (Fatigue is a factor.) ;nstrumentalists to 

There Is a convincing blend between the tape a part.cular 
the extent that it is often (and intentionally so) ar ^ «electronic"-sound-

sound originates. This arises from Reynolds con<^er^^aterjaj for the instruments is 
>ng acoustic sounds and the way in which the pitc c doublings. Reynolds 
often derived from the taped material, pro ucing ^ ̂ ^ SOunds with these qual-
achieves a complex harmonic structure by concentr g ^ trombone at the 
ities such as multiphonic glissandos (humming an p 

Sametime)' the ohilosopUc and technical back-
Although never reticent about going in ^ research only acts 

ground to his works, Reynolds nevertheless cmp obstructs the desired out-
as a "stimulus" for composition. If a particular met Reynolds has been in-
"me, it is either altered or discarded. Throughout hts career, Key 
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terested in the spatial element of musical performance. In Quick Are the Mouths of 
the Earth, associations among three groups of players are made by common tones 
passed between them. More recently, Reynolds has employed four-channel sys­
tems-quadraphonic sound. Working with the Experimental Vocal Techniques En­
semble at UCSD, he is presently involved in a project generically entitled 
Voicespace. Here, Reynolds' intent is to make aesthetic translations from informa­
tion gathered about the movement of sound in space into his music. He seems to re­
gard this work as his "private life" in composition. It is certainly strongly related to 
the aims of the Center for Music Experiment and Related Research. Two composi­
tions in the series have been completed so far, Still and A Merciful Coincidence 
[Voicespace II, 1976J. 

Still was made primarily with the voice of Philip Larson who has developed a ca­
pacity to produce controlled glottal clicks ("vocal fry") at even slower rates than 
one-chck-per-second. A primary intent of this piece was to create convincing spatial 
illusions. An important prerequisite for this was that the piece be heard in total 
darkness, as visual contact with the loudspeakers tends to identify the sound source 
(in the listeners mind) too closely to the loudspeakers, whereas in total darkness it 
might seem to be elsewhere. The piece uses a text by Samuel Coleridge Taylor- The 

andenngs of Cam. This text in itself has a rather strange Beckett-like, spatial feel 
to it. A description of the research upon which this piece is based is impractical here 
but a paper has been prepared by Reynolds and is available from the Center for Re­
search and Computing in the Arts at the University of California, San Diego. Rey­
nolds found the fry voice" (as he calls it) of Larson ideal for this composition for 
the following reasons: they allowed the imposition of a gestural and non-phonemic 
succession of intervals upon the words of the text, and they were easily transformed 
into control pulses, triggering processing devices. Reynolds takes great pains to plan 
exact aural illusions based on an "ideal listener diagram - (next page). 

This diagram pictures a central and directionally oriented head (the pinna are 
to front-back discriminations, and for even general control over effect, so the 

schTmT mUSk aSSlT 3 orientation). The continuous inner square with 
schematic speaker enclosures at its corners represents the natural or assumed spatial 

(deader fo k f n,«estinS * more compressed "host space" 
foundLT h f TUry emph3SiS' P°SSlbiy l°"der) ^e outer, thicker 
whTe thTthfone t^ m!tfofaUral P^ption (bordering on inaudibility) 

cathedral-like reLTamZTnTes)." md'CateS 3 °f en°rmit>' (°Pen distances' 

rivinrfrom ranoidTP°rary 7"° 7 " ***** °f 3 simi'ar concern with ideas de" 
workine this w V h ' 7teCWlogieS and the ass°«ated ^search. Composers 
ZousS one To OJT " 7 7̂™' in  order to avoid either 
reasoning mask R u uT " obscuring matters. In . . . from behind the un-
reasontng mask, Reynolds, I feel, is successful in that there is a convincing bond be-
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Figure 3-1 
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Figure 3-2 
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Figure 3-3 
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Figure 3-4 
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Spatialization notation for four stages in the evolution ofone extended word ( de 
from VOICESPACE I: Still (1975), by Roger Reynolds 
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tween the theory and the poetic image of the mask. A listener would not need to 
know the theory to comprehend that, for example, the recurring primary transients 
affect the direction of the piece and represent a fixed authority—like day and night 
or the tides. However, and this might apply to other pieces too, there always seems 
to be a logic in his work that sometimes loads it down. His pieces are full of intent; 
they constantly demand one's full attention. 

Perhaps a more far-ranging comment on his work concerns its performance dif­
ficulty. It seems for several reasons — lifestyle and politics — that other composers 
(with some exceptions) represented in this volume have chosen not to publish their 
music. Perhaps the biggest drawback to publishing is that most performing groups 
likely to be interested in the work would not be willing to pay the rental fees. This 
leads to a situation in which these composers work like rock 'n' roll bands —touring 
the nightspots and putting out an occasional album. Reynolds has chosen to pub­
lish, or in other words, to make his music performable without his presence. How­
ever, he seems to suffer the same lack of exposure that others here [in the United 
States] experience, but for different reasons. It seems to me that his music is too hard 
to put together at a time when younger composers are no longer equating virtuosity 
in compositional technique or performance with innovation in the arts. Surely there 
will always be new and highly skilled performers rising to the challenge of advanced 
repertoire, but to me, this circle of challenges leads to a no-man's land-how many 
more new sounds can you get out of a trombone? This is only to comment on that 
si e of Reynolds work that addresses itself to extending instrumental techniques. 
His general thoroughness and precision are unquestionable. He has a lot to offer. 
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I've been thinking, since you told me that you were born around here, that there's 
always that mystery about where one's roots are. I hadn't thought about that very 
much, except that I was noticing more and more that wherever / was I never really 
felt at home. So there must be somewhere that you feel at home. 

That's true. 
You come back to that place. 
Well, I think generally I feel that it s the West Coast. I've always felt very good 

living out here. Especially in San Prancisco and in northern California. I was in New 
York for four or five years, and I really felt transplanted. I loved many things about 
New York, but my mind was always coming back here. I'd dream about just being 
here and long for this kind of environment, and then I would walk outside and there 
was the Bowery or Canal Street, you know. But New York has this other energy 
that, of course, is very important for an artist. At least it was at that time. 

Any sort of center like that pulls all of the energy together. 
I love to go there and play a concert and do something. 
You still go back a lot, don't you? 
I m through New York a lot, and sometimes I stop for a few days to see La 

Monte and Guruji. 

Could you say something about your relationship with La Monte? 
La Monte and I met in Berkeley in 1959 or i960.1 can't remember which year it 

was but it was around that time. We were both graduate students there, and he was, 
of course, the weirdest guy there-the most strange and bizarre in his music and 
ideas. I was immediately attracted to what he was doing because during the time 
when you're a student, every new idea that's coming in is devastating. You know, 
when you're discovering ideas that you had never heard about and that were differ­
ent from the next person's, you go through these phases of being knocked over. We 
were the same age, and his ideas had that effect on me. Perhaps even more so because 

actually felt my whole life as being very close to what he inspired. These long du­
rations, his way of approaching the tones, and really getting into them. So I went to 
the composition seminars and of course La Monte just never fit in. Most of the peo-
p e in the seminars thought he was completely insane. But we started working to­
gether and we did a lot of playing together and improvising-at that time, just ex-
p 01 ing acoustical sounds, because electronic music was just beginning to develop. 
At that time there were no synthesizers and 

,u '' •"oelectyfphoards- Y°" Were playing in a kind of jazz medium. I've always 
thought that La Monte's improvising was so much like jazz. 

No actually at that time I was not doing jazz. I was really into playing classical 

STC- i wasRp yLnga! u1 ip,ano 'and at that t ime stil]  p,ay'nsBach ' Webern> 
and T 7' 7 ' M ' lhaUd ' ' ' ' WaS ̂  interested the ptano, and La Monte 
and I used to play two ptanos a lot together at that time. 

In the duration style? 
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In a kind of free improvisation. There were other people too at that time. Dennis 

Johnson and Terry Jennings used to come up from Los Angeles, and we would do 
concerts at Hertz Hall. La Monte organized some very strange happenings there. 

Burning violins. But you know, to me your music has a jazz feeling. Do you admit 
that? Are you interested in that idea at all ? 

I think so. I've thought about that before —what it is. Jazz is a very broad term, 
and I think that question is part of it. It seems to me that the land you live in has a 
very heavy impact on your music. The rhythms of the land that you live in, the way 

that the sun affects you, and the ground and the trees . . . 

The earth affects you. 
And in this part of the world, and in America especially, there s definite y a cer 

tain kind of energy which is hard to avoid. It magnetizes us in a certain way, and I 
think that jazz developed in this country because of those energies. First o a , e 
cause the black people were transplanted here, and since they were just lifted out by 

the roots, they had to develop their culture again. And then, because o t ei 
feelings and everything, they picked up that energy from the land an eve ope 
gospel. And later that developed into a kind of improvised music, and eventua y i 
evolved into the broad forms that we have today. And I think that t ere were 
many factors involved, that it can't be reduced to just one thing, many, many t ing 
came in to form their musical ideas. I certainly feel that the flow and energy ot the 

music has affected me. . n J 
Your interest in Indian music always makes me expect you to e more 

by Indian music. I'm always surprised every time I hear your music to find 
American feeling. That jazz feeling is so strong in the music. , , 

Actually I think that many aspects of Indian music have entL'"c into 1 e ^ 
I'm doing, and I find them to be natural and very beneficial. For instance, ta^ 
example of India itself. It has an on-going, continuing culture t at s o ^ 
years old. We don't even know how many thousands of years of eve op 
were without any change like we have here in the West, where one composedtop.pi 
•he one in front of him with a new revolutionary style. In India, at leas more or less 
you had each musician building on what came before. So the raga was . 
.0 destroy what came before it, but rather, to actually become increasinglyjich. 

When the Moguls came in, they brought the Persiancu India's culture 
instruments and the Persian language. But it was absorbed, ™ what was 

is so old and built on such really sound principles, t at it cou ^ person, in his 
already there. I think that's an example of a culture oing , ^ Although 
work, has a very strong idea about what he wants to °' direction to his work, 
many cultures and ideas will come in, he can keep an on"S s . do Indjan 

1 think that is what has happened for many Americans. ey j what they 
music, but they recognize the good things in that music, and they learn 
can use, and what they can understand, and what they can incorp 
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The tuning systems and the rhythmic figures are sort of obvious influences. 1 don't 
know as much about Indian music as I should for this question, but do the forms of 
your pieces come out of an Indian formal tradition? 

No. I was doing those forms before and I haven't changed them too much because 
of Indian music. It's not possible to do the real essence of Indian music. It's not pos­
sible to do the real essence of Indian music on the organ because in Indian music, 
the main essence is that of alop, which is the manifestation of the atmosphere of the 
raga. That s the slow section in the beginning when a musician first starts to sing or 
play. In that section you have whatever shapes the notes take and the particular me­
lodic forms characteristic of that raga. The musician has to manifest the atmosphere 
of the raga or manifest the deity. Each raga is actually a manifestation of some divine 
essence, so the first principle is to create and to establish this. The music is very lin­
ear and serpentine. Westerners tend to think more in steps, like pyramids being built. 
But Indians think about musical forms as being linear, because you're always mov­
ing in this serpentine manner. So, because I play the organ, which is an instrument 

ui r on stePs' !t's very hard to do anything that's really like Indian music. What I 
try to do is to manifest an atmosphere with the organ that captures you right away. 

Do you mean technically hard, or do you mean that the instrument should be me-
Lodically inflected more than it is? 

Well, some people have told me that you can build an organ in such a way that 
t e keys can all move from one to the other smoothly. There's actually more in-
volved ,n ,t than that, and I'm not certain that the organ is the right instrument. I 
think that organs do what they do very well, and to try to change their nature into 
something else is not necessary. I mean, they can create a very cosmic, universal 
sound that ,s really beautiful. From the time of their beginning, organs created a fan-

h  ̂ '7 a,m iSn>t necessariJy to change the organ that much, al­
though I think certain things can be improved, too. 

I was just wondering about that. Your statement about creating the alop in In-

mtch ^ U TUer °1mfleCtmg ^ pltCheS °r a matter °fthe order of the 
pitches? Not so much in Indian music, but in your music. 

described mUS1C 7 m7IC ^~ln ^ music that I'm doing, it's hard to actually 
that a lot TrT 7 * hapP^ °r ^ that feeling. But I think 
move It 71° " u dCSignS °f tHe mte§rated Patterns and the way they 

nec s v ha 77 ^ 3 Ca" You don't 
forms like wh 1 Indian music' although it does exist in certain 

1-s more to other " 

these for a lon^^'5^ ^ 7 1 'S t0 develoP certain patterns. I practice 
for a long t.me, ,ust ,n then straight form, like an exercise And after a long 
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time those patterns start ingraining themselves in my consciousness and develop 
into new patterns. And so after a while, the old patterns almost become forgotten, 
and sometimes the difference in the pieces is the evolution of the patterns how 
they develop into a new shape. So that, for instance, I m still playing a piece today 
that I was playing in 1966, but the original pattern has disappeared. It s convoluted 
into an entirely different shape, so, even though I consider it the piece that I was 

playing in 1966, it's different. 
I understand what you We saying. But when you start on a pattern like the ones 

that we 7/ be recording, there's a very definite pattern that seems to develop, and I 
can't tell whether it's just an enlargement of something you've already practiced. So 
each of these long statements is an original statement for that moment. 

Right. If there was a way to go back and listen to a lot of recordings, and compare 
them, they'd never come out the same because they are improvised. The continual 
on-going differences of form is one of my main loves. I think its fantastic. Certain 

moments can create a whole different viewpoint of those patterns. 
The organ that you use, though, is special. It's tuned for each of the pieces t at you 

play. 
It's been modified so that it can easily be tuned, and since all the music I play is 

modal, set in a fixed mode, there's no major modulations that wou invo ve a 
change of tuning. So the most practical way to do it is to fix the tuning in t le actu 
intervals that you want, instead of accepting the equal temperament, w it i is e 

signed for modulations. £ • » 
Is there some hierarchy or some meaning to the key that you pic for a par 

piece? r 
Yes. I, seems like certain areas have resonances that enforce the atmosphere ot 

the pieces. And I find that if I try to transpose a piece-which have some 
done—into another key, I don't like it as well. It doesn't resonate with the sam 

power. So there are certain areas that help. , 
Could we talk a little bit about your singingf / wanted to ask you about your 

studies with Pandit Pran Nath. Could you talk about that ? 
Sure. 1 j 
I'd like to know what you intend to do with the singing. One nme ^ mHSical 

^at you felt one responsibility of the singing was to preserve some °^ ,d y [ayen 

traditions that were thousands of years old, and that you imagined would be 

to different parts of the earth, but still preserved in some way>. ^ even m 

That's true. Actually the music of Pandit Pran Nat t at m s f 
India, a rare type of tradition which as far as I can see, he s the embodiment . 

193 
Landscape with Terry Riley 



to preserve them in any form before phonograph and tape recordings. And many of 
those musicians wouldn t allow that. There are strong feelings about spontaneity 
and improvisation and using this music for devotion to God, instead of entertaining 
people, which prevented them from doing any kind of recordings. So, I really feel 
strongly that this is one of the most important musics. Its effect on the being of peo­
ple who experience it, either listeners or performers, is really profound. And the 
thing is that of course it's impossible to learn it all. Pandit Pran Nath was saying that 
each student only learns a little part of what his teacher knows. So its a diminishing 
thing anyway. And we re Americans, and we started late, and we don't have access 
to all of the music, so that means that we'll only be able to preserve some aspects of 
it. But there are certain things about the music which I think are possible to grasp 
and to transmit. And that is the approach to tones, the approach to the voice cultur-
ing, and how to produce the sounds in the body, which goes back into yogic tech­
niques of creating sounds. These things can be learned. Of course, all the ragas and 
all the compositions, that would be too many. 

He must know hundreds. 
He probably knows about three hundred different ragas, and perhaps six hun­

dred compositions. 
How does that differ from other Indian music? 
Primarily the differences can be heard in the attention to the really elaborate de-

tai o t^ e raga in the grand tradition. It's hard to explain this if you're not familiar 
with a lot of different musicians, but most Indian musicians don't know all of the 

i erent places in the notes-the minute areas to move into to create these really 
profound effects They stay primarily in the centers of the notes themselves, and the 
move between the pitches is not as elaborate or meaningful. Many ragas have the 
same scale, for instance, C, D, E flat, F, G, A, B flat, C, right, which is our Dorian 
scale. But in India this is a parent scale for many, many ragas, and all of these ragas 

ave their own characteristic shapes, so that the way you move between these notes 
has to have a special effect. And that's what he's a real master at. He's preserved them 
a 1. He can improvise for hours on each one without repeating himself. It's an in-
cre lb e complex thing, and I'm always staggered by it. And this was the grand tra­
dition. As far as I can tell, he's about the last one. 

In other words the line is getting very short now. But are there people who are 
hts colleagues, m the sense that you are a colleague of mine! 

he r °d hTe a few^but 1 d°n,t think that they are as advanced as he is. You see, 

niuses ofThe t T" tWem7 yearS' 1 C°nSider him °ne of the musical V 
devoted to h Ve neVerLenCOUntered a mind like his. He's just entirely 
sorb bin ^ thinkS °f A"d having all this talent to ab 
have as ffr a 7 'nt° musicians like that, and so he doesn't 
tn Ind n cl 7 "*• 7 C°lleagUeS- A"d the °ther traditions that I've seen 

Indian classical music don't have this degree of attention to the detail of the raga 
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either. So to mv view this is the end of this particular line as tar as most of the body 

of material is concerned. It would have to be rediscovered or recreated. 

Do you intend to sing in your style? 
I don't have too many intentions as far as the music goes. I do sing a lot, and most 

of my practice is singing practice. For me it's a devotional exercise. Music is my spir­
itual path. It's my way of trying to find out who I am and what the nature of being 
on this planet is. And so singing is in some ways the closest contact to that because 

thevoice is so directly connected to the soul. I would only want to do it in pub ic 
the spiritual feeling was right and it it felt like it was really a devotional exercise, 
wouldn't just go out for money and sing because to me the work itself is t ic m(^st 

important thing. Singing is really very closely connected to the being, and especia y 
so in this music. As you sing this music more and more, it actually changes your at 

titude toward life. You become quieter and more alone and more introspecti 
other reason that I came out here was because I found that I couldn t rca y O 
music in the city. There was too much artificial stimulation. You know»te ^ 
radios, things always going. And to really listen to the tones carefully and to tune 

thetamboura carefully and to really listen, you need quiet. As long as can 
would like to continue doing that, and learn as much as 1 can and try t P 

and pass it on to other people who want to do it. 

Do you teach that now? _ .. • „ ;t .nri t 
1 teach a lot of vocal music, especially when I m at Mi s. rea y enj > ^ ̂  
to see the effect it has on people that get involved in oing it too, rnjng 

very engaging thing. A person starts sitting down with a tarn' oura eV^ , , sound 
listens to his voice, and really starts discovering things about himse , a 

in his body. _ r „i rnY ;w_ 
Is there a tradition for there being an obligation to teac ? o you tf,e 

tonce, an obligation to pass it on to someone else? You know, in e 
"Obion of not teaching. The unexplamcd mustc. And / dered<***» 
tint in Indian music there's more of a tradition ofexptntng te ^ ̂  for_ 

Well, there is, because you see, it's so d,fflcult it-s such a difficult 
cver explain it and it would still be a great seer c . , . effective state 
task to develop, it's better to start by explaining. An again,jn teacher are in a 
11 s a spiritual communion. In the best lessons, the stu en « ^ not \[\^e a 

Slate of God intoxication, because you're dealing wit t e feej this way 
tttustc lesson; it's like something else. I find that teac mgs my ufe_ 
B l«st incredible. A lesson with Gurujt is one of th g ined 
"ten he opens up something for me that I never could ha 

So you'll keep on teaching throughout your career. ^ too_are the 

Absolutely. In fact teaching and learning —an ^er to teach you have to 
Same things. Teaching is a learning experience because in o g 

examine the thing very closely. So you're learning yourself what 
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There s been a kind of paranoia, or sadness, about so many American composer, 
who feel that their teaching is an unwanted obligation; something that they reall) 
shouldn't be doing because they feel that they should be doing something that re­
moves them from that, or frees them from that. But I haven't sensed that in you, or 
in so many people that I know who teach with a real devotion. 

If you're a performing musician and you want to keep developing, you have to 
guard a certain space for your own development. I mean, if you've taught eighteen 
hours a day before you were really developed yourself, there'd be certain aspects of 
your own training and your own learning that couldn't be accomplished. So, I like 
teaching, but of course, up to the limits where I can still do what I want to do. 

The limits are. . . 
Time. 

Time and the amount of energy it takes, and what that relationship does to you. 
Right. And also, I'm mainly interested in teaching people who are attracted to 

t e ideas.1 mean, I don't want to go out like a missionary and hit people that aren't 
interested. That would be a waste of my energy. If people are already making steps 
toward this, then it's a good idea. But otherwise, it just takes too much energv. 

Besides your own playing and your studies with Pandit Pran Nath, do you listen 
to other musicf Is there a schedule that you have for being in touch with other music? 

Listening goes in periods. There are long periods where I don't hear any other 
music, and I purposely do it just to try to come in contact with whatever inner music 
15 80],n? °n'and 'S flI[erinS th™gh- When I'm on tour I get exposed to a lot of other 
people s music You know, you're staying at someone's house and they want to play 
you a record of some musician they find exciting. So I tend to hear more music when 
I m on tour than when I'm at home. It's interesting. Tour time is always a time of 

vital time"'eSf!°nS' .n U S 8°°d to°' because you're playing yourself, and it's a very 
vital time of being in the world. 

[TTfJr 'llUte" TSlC " dl n0W- ' d o n h a v e  ' h'-fi <"• anything. 
I'll sometime ^ ^ ^ 1 Wam t0 S°me ener§y ^rom another musician l iZT>z r r e? \°.arecord that 1 reaiiy iike-and th-. *** <*>- ™0d 
anrl J- ^ t0 W°r ' 1 S n'Ce' ̂ ere are a ^ew recordings that I listen to over T '1 U 8U °aCK to work- s nice. There are a few recording* 
and over again. 

What are those? 

dian music as mail" ™ mai" '°Ve' Aod lhedtlle" are mainly of In-

myitlZ£i?rZZ;%'̂ 'r"'b —T -m I i , / ,uaiea to lt> or that you are interested in? 

time. Perhaps iXIbut^Htkeyb<!afd.S- EsPeciall>; at the Present 

really have to w n r If u- ' n8 c now 11 s Its own cycling machine. I 
Piece" There Z ^ ^ ™ ^ 

are other things that I hear occasionally that I find quite good. And 
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there are groups that are starting to work with these ideas, but because of their feel­
ing and everything, their direction is different. I think that as you get older, and your 
own work starts developing, it almost compels you to follow certain things in it. At 
least that's what I've found. It's like building a house: you can't suddenly just come 
out and start building off to the side. It has its own on-going structure. 

I've noticed that the people whom I've been thinking about these last few years 
seem to share that feeling. Everybody seems to have that same feeling of wanting to 
pull in and develop some personal part of themselves. But there s also a very strong 

tradition for just listening, in jazz for instance. 
Most pop musicians I know have stacks of records, and they listen to all of the 

other groups. 
But in Western classical music you listen to a lot of music too. It seems to me that 

one of the characteristics, one of the parts of the way this music has developed, is that 
kind of very private quality of all the people who are trying to develop something on 
a very, very personal level Are you working on a new piece now? You mentioned that 
you've been playing one of the pieces that we recorded since 1966. Was that Rainbow 

in Curved Air? 
Yes. I played one of the on-going versions of that yesterday for the recording. 
You mentioned to me that you were working on a new piece, or a new way 0 

playing 
That's something that got started this year, and it's taking a slightly different kind 

of structure in that the beginning patterns don't seem to be as fixed as t c ot ( 

were. They have certain things that are fixed in them, but they re more minute 
more like water running over rocks, you know—just like ripples. I in ir 

different and more difficult to keep on the tracks. So I'm working on t lat an ove 
what's coming out. It's really becoming quite feelingful and effective. 

How long will it take to get that piece together ? 
You can never tell. Sometimes pieces gel in a day. 

Well, you'll work for six months or eight months and think, m*Yb<j 1 ^ 
year I'll have it. And then, just one time, everything will come an a • 
Music is so impossible to determine. You know, it's just grace coming ro 
side that sometimes creates certain beautiful pieces. 

And then, when that point comes, you don't mind other peop e ca 

I don't mind other people hearing it. It's just that until I m rea|^S"^in Y ^ 
I don't feel that it's the piece yet. When I'm practicing it, there 
where I develop a confidence in the work, and it becomes enjoyable. I tod thato 

of all the performances that I do, I'll only do a perfc^tions 
years that really begins to satisfy me. Most of the time 
•* too high, and then sometimes I'll play a concert and that will be the high po 
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of that piece and it will never come back to that form, to that high point again. And 
then I have to change and start regenerating the material again. 

How many pieces are you actually playing now f How many things are you main­
tainingf 

It's all becoming so branched out that it's really hard to say. Maybe there are four 
or five main stems, and a concert is just like a stem, right? 

But there are different rhythmic patterns and definite rhythmic feelings, and I 
consider those to be different pieces. 

Right. They 're all different. I mean that there is a group of thematic ideas that go 
with each individual one. And then the way a pattern or the key or the mode is made 
up determines the main stem of the piece. 

Do you have a process or a formula that you can refer to in each piece in order to 
find new material? Or do you let the material sort ofjust pop out of you when you're 
practicingf 

Usually the new material pops out of practicing an old piece. And that stem be­
comes so strong in itself that it launches a new stem. 

So you don't have an actual interior process that you use for developing new pat-
terns. 

only process is practice. I practice a lot. And working on those pieces is the 
on y way t at t ey evolve. They almost without exception will come jumping out 
of another piece by them selves. So the main goal is not to try to create new pieces 
really. Although new p,eces are created, there's no intention to do that, but through 
practice they come. So composition isn't necessarily an intent. I used to find that a 
hang-up when I was writing music. Somebody would say, we need a piece for bas-
soon and clar.net and French horn, you know. And when I was about eighteen I 

ould sit down and keep working until something did come out. But it was such a 
hard way to work Of course age has had a lot to do with my feelings. As you get 
older your body of material grows. 6 7 6 

I guess we 're almost through. 
An hour is almost gone? 
Just about. 

Well, thank you for coming to Moonshine Ranch, Bob 
An hour is so easy. We could just sit here quietly. 
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Terry Is a Solo Act 
by Craig Hazen 

lo way to start other than by just doing it and ignoring any sort of development, 
lddenly you're right in the center of it. Not unlike Terry s music. Starting not so 
luch with a statement as with a movement that you have to accept on its own ter™s 

s not about the "personal" you-your ego. So your superimpositions probab y 
on't work. Then again, they might —as long as you re here, why on t you t y 

lem; then we can go on to something else. > 

There is a problem with dealing with improvisational music on paper Its no 
'here it's meant to be. If it were, Terry would be writing scores as part and parce 
f his composing. He doesn't. Once you put it on paper (or even on a itt p 
isc  fo r  tha t  mat te r )  i t  s tops  be ing  tha t  par t icu la r  k ind  of  in  o rmat ion  w I C  

pecial. It stops communicating in the unique way only improvise music " , 
omes history, something to be analyzed, theorized and other I Z C  to ea 
ike a jigsaw puzzle where as long as you have all the pieces, you can ta e 

nd put it back together again at will —ct voila. I m not just saymg t at 
nore than the sum of its parts. I would hope that that s o bvious. a 
o say is that you can't ever put the puzzle together because you aren q 

o have all the pieces. Terry has them, because that's who he is. There s a 
>asis to all improvisational music that goes beyond all the practice, t e 
Oology that you want to apply to it. It is where the sou ° 1 e mu® un\[ke ex-
t is the why of improvised music. Talking about it, unfortunately, inot.unlike ex 

plaining how you know you know things. Futile. Not to ^e"tl°n there isn't an 
That's not to say that other people can't ^ 

inalyzable structure to Terry's music. T here is. r :n1ies which make 
"id long (like most performing musicians) to deveop ^ heading of 

kis music possible. All these things, however, s music. It 
"given." They aren't necessarily important in comtng^term ^ ̂  ̂ 

can actually be misleading to try. For examp , versa. In those 
usually somewhat interdependent. One suggests t e ot e , deyel ment to both 
terms, one would expect Terry's keyboard tec nique a ^ ^ very su-
reflect and be reflected by the content of the music. This ^ si - g? and 

Perficial manner. Terry says that almost all his ideas now com ^ has tQ gQ 

that the only time he really practices organ anymore is s w deveiop. 

on the road for performances. And yet, his keyboard mu 
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You can never really be sure. Somehow it all becomes warped together into this 
whole that s hard to break down because of the contradictions. Yes, it is moving 
very slowly, well, no, that's not entirely true. There are a number of notes in a quasi-
melody line happening in a relatively short period of time. So actually, it's moving 
very quickly. Except for the development. No, I don't know where it's going. All 
these characters in a play, improvising, repeating their lines over and over. Adding a 
word here and there as it suggests itself. Not knowing where they're going and verv 
intent on getting there. They're actually very well rehearsed. 

Terry's material for a piece is developed out of what seems to be an almost end­
less series of melodic interlocking phrases, some short, some long, all conceived in 
re ation to the same modal basis. The rhythmic basis of the phrases is usually fairly 
simple even though the actual cycle of the piece may be a ten-, twelve-, or fourteen-
bcat pattern involving multiplication or divisions of the main beat by two or three. 
1 he overall time division of most of Terry's pieces is determined by the gap between 
the play and record heads of a Revox A77 tape recorder which he uses as his delay 
machine thus g.ving the effect of four hands playing, rather than two, even though 

t em are slaves. Terry s Yamaha organ is a two-manual instrument with 
two preset selections that offer him the possibility of some rather complex timbral 
changes, even though he doesn't seem to be completely satisfied with its range of 
possibilities. In addition, a set of twelve screw-type variable resistors has been atta­
ched to the organ s oscillators and mounted on the face plate, so that Terry can 

ange is tuning air y quickly in between pieces in accordance with the intonation 
o the pai ticular scale and key of a particular piece. 

I've heard Terry play quite a few times now and have become fairly familiar with 
he different movements'' that blend into each other to make a particular piece. 

(Terry has two basic pieces that he's been working on for the past few years. All of 

™eri tT P"mUtations of dther * Curved Air or Persian Surgery 

uhrTse th t tm8reule,mS nCVer radiCaUy Change' althouSh the S™U" "peated 
more he nl ""h "P t.8" constantlX evolving. (Terry claims that the 
Zl he 7 d rP'T tHe m°re hC h3S 3 tCndenCy <° ali -elve notes, even 

his use of « ! * P» "IC ' PiCCe remainS COnStam'Indeed' nOW' because of 

fe line "T"""' ™d"'-ons become increasingly problema ic.) But the 
rS 5s oe7PmZ : °Vera" P'eCe iS Uni1UC t0 the particular time/space 
it.m nd l tmfl' 3t leaSt'tHe EaSte™ idea of the relationship be­
gan is eTponsiT8f dfere"Ce betWeen morning and evening, et cetera, ra-

Le To " T gS°me °I tSHadingS tKat take P,ace in his music. 

Nath"a master If:The k" 1 ̂  Ind'an daSSical singing ™h Pandit Pran 
Nath by his friend I m""™ v Slnglng' TerT was introduced to Pandith Pran 

whatsoever in hi, mind that Pran N„h (ill " ' lh'l^ " 
the greatest musician now walking the 
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face of the earth." Knowing that a large number of Terry's keyboard motifs are re­
flections of his study of Indian singing offers a certain insight into his overall devel­

opment of a piece in performance. 
Pandit Pran Nath teaches that raga is a winding musical concept that exists out 

of time, each raga having its own defining form. The differences, although very im­
portant, can be of the most extreme subtlety, and come only in the manner in which 
notes are approached and left. When he sings a composition, it is complete in and of 
itself, but it is only in a way a borrowing in time from the form which exists beyond it. 

Terry's music from even the time before he met Pran Nath showed a certain sim­
ilarity to this style. He, along with La Monte Young and others, has sometimes been 
described as being part of a "hypnotic" or "drone" school of music. The repetition 
of relatively short melodic phrases which are changed, or, rather, developed, 
throughout a piece (the simplest example of this being the Columbia Records re 
cording of In C or Poppy Nogood and the Phantom Band), on which basis is added 
a "tape delay" system that adds an "extra" repetition of the phrase one or two beats 
off the original (Rainbow in Curved Air or Persian Surgery Dervishes) certain y 

gives a hypnotic or drone quality to the music. But, again, this ignores the su t cty 
of the improvisation that is taking place. The changes are slow, but the patterns are 
changing and being continually interwoven in an incredible tapestry o soun t nat 

can be so delicate as to leave the listener breathless. (When Terry performs, e u 
a fairly large sound system capable of producing relatively high1 sound eve^s. ^ 
half jokingly said on occasion that he plays as loud as he does in order to ' PP 
pie in their seats, for fear, I suppose, that if the amplitude of the music was 1 

timidating, he would lose control, and the audience would get up an ea 
So it would be simplistic in the extreme to say that Indian music^ as in 
rrv TW _ intonation," "Eastern scale choices, 

— a r e  t n e  ODVIOUS uungs - , i 
kurta pajamas, and, of course, incense. But much moie important y, t 1 ^ ^t\ca\ 
titude toward music as an organic living thing, rather than a set o ma 

univalents to be manipulated. , . «.u« rnm-
In the style of music that Pandit Pran Nath teaches, the a °p P0">°" ine style ot music that 1 anciit i ran IN am , — ,:rtnw;rhno 

Position is the most important. The alop is a slow, freely improvise sec music 

specific rhythmic structure that begins a composition. It is un erstoo . ^ 
Aateach note is sung in perfect intonation so that the breath becomes naerg^with 
the universal —this is a gi ven, so the actual movement between the note becomes^ 

the utmost importance. The way a note is approached or repeate or contained 

gives the unique shape of each individual raga (and there can e man , -

-thin the same scale). When you first hear the music, it is 

the incredible subtlety of what's going on in an art t at down from master 

served over thousands of years. It is an entirely ora or student to be 
^ guru) to student in a Isi-fascistic relationship which requires the student t^_ 
willi 

r-; to student in a quasi-fascistic relationship w - ^ is no nota-
'ng to give up all else for an art that requires total dedication. 
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tion for Pran Nath s work, arid it is hard, indeed, to begin to understand the over­
whelming complexity of this music without first giving up some part of yourself as 
a token of good faith. (Not unlike falling in love, or becoming a convert.) 

When you first start learning to sing with Pran Nath, you learn two basic things. 
The first is to take your shoes off at the door as you come into the room. The second 
is that what you re doing is serious. There is a gravity and mystery surrounding 
what becomes an early morning ritual that has a tendency to make everything im­
portant. Its not very hard to start reacting with "superstitious responses." (In be­
havioral psychology a "superstitious response" is one that is elicited by mistake, 
while training an animal by successive approximations to perform a particular ac­
tion for reward. Thus, by training a chicken to peck at a lever to receive a food pellet, 
the chicken may be convinced that it has to cluck twice, wink its eye, flap its wing 
and then press the lever in order to get fed, just because it accidentally happened to 
be doing those other things the other times it got fed. And you always thought you 
were in control, right?) 

When you study composition with Terry, you also immediately learn two basic 
things. The first is that he doesn't feel that he has a whole lot to teach you, which 
may or may not be true. The second thing is that he studies with Pandit Pran Nath. 

Terry brought Pandit Pran Nath to my thesis concert at Mills College about a 
y an a a ago. Terry had to be there, because he was supposed to be one of mv 
evaluators, and Pran Nath had come, I think, because I was one of his students. 
About five minutes into my second piece both Terry and Pran Nath got up and 
walked out. Later on durmg my "evaluation" with Terry, I found out that the piece 
(which consisted of very low and subaudio tones) had started to give Pran Nath an 
upset stomach, so Terry had to take him home. (Terry also talked about the Euro­
pean sort of Freudian "darkness" of my music.) Another composer that I know is 
wont, without warning, to make noises that sound like a tape machine in fast re­
wind and he accompanies these noises with facial contortions that are truly bizarre. 
Terry had to make him promise not to do his "mind emissions" around Pran Nath-

ZmagT matter' WaS litera"y afraid tHat the "°ises would do Physical 

can'berTh f ^7°^ techni1ue'the abi% that Terry has at his command 
technLu f ^ cPraCtiCe °nCe' he Said that ** —>d ^ow me a good 
n reZ h' ft ^ h»d % has on the other 

Tn one hind an]T "TIT, ^ Wkh ™ of h" simpler six-note patterns 
the Obiec" then 7 ^ P'^"8 the Same Pattern at the ««ave. He said 
so that the oatte " m° ^ ̂  ha"d UP> k"P-g the other constant, 
could speed the oth™ h 7" " P1"56 agamSt each °ther Then if 7ou wanted, you 
continue die acc, I f "P T* Sl'ghtly l° eith" ̂  the phase pattern; or srzzSr f °r hrd to increase the ̂  ̂  ^ P0S-7 decelerat'°n of either hand independently of the other existed). The 
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change was accomplished so smoothly and effortlessly that the only indication of 
what had happened was the actual phasing effect itself. I had created (and have 
heard) the same effect many time with either independent musicians or tape loops, 
but to hear one person create the sound by himself at the piano was awe-inspiring. 
I later asked him if the way he managed the feat was possibly by, in effect, putting 
one hand in a "holding pattern" (and therefore out of conscious control) so that he 
could then deal with the speeding or slowing of one hand without dealing with the 
other. He said, no, that the only way he could do this was by having complete con­
scious control over both hands simultaneously. The other way would have been 

"cheating," or at best an abdication of control. 
I played bass with Terry and another piano player for several months in 1974- we 

were supposedly working out a piece of Terry s with the idea of a concert per or 
mance at some unspecified future date. Besides being a wonderful opportunity or 
learning Terry's methods of composition (or at least observing them), the expenenc 
was interesting because it didn't work. The reasons were multiple an inte , 
as they always are, but the main reason was one of communication, erry cou 
write down the notes and we could play them, but there was no way or e y 
control the essence of the direction of the music. He could suggest it, ut ine y, 
because there was no way to spell it out, we would take it in our own 1 er 
rections. There was no way that it could stay intact, true to t e emotions an 1 
feelings of the composer, without his having complete and imme late con 
his medium. That's why Terry is a solo act and should go a long way towar 

ing why he hasn't written " In B flat," et cetera. 

SW, slow... drifting. What? No, just very slow. Yeah, well it starts to 

'fa awhile. Whatf Hey, no, listen, if you want to put ^ the 

it. The Who? Naw, more like jazz. Well, sure, white jazz f 
W's Italian. Look, if you Vjust shut up for awhile and listen you might get into it. 

• •. Slow, slow ... nice ... ummmmm .. • • i now what I 
Hey, look what is it about this stuff that makes you so ^ fjght k or 

mean. Yeah, it's not like you can just sit there an et i ̂  ̂ maybe 

something ... oh, sure. You wanna smoke a jotn ''' ^ he . yed ;t back 
he slowed down the tape recorder when he recor e • whole thing with 
it would be twice as fast. Aw, shit, I don't know, maybe he does 

roirrors, just let me listen for awhile. 
• • • S l o w . . .  s l o w . . .  b i g g e r  a n d  b i g g e r .  d o w n s t a i r s  w h e r e  
Yeah, yeah, the whole first side-also the whole second-sure, 

y o u  c a m e  i n .  Y o u ' v e  g o t t a  j i g g l e  t h e  h a n d l e  a f t e r ,  o  a y .  

The hypnotic patterns which make up the drone-like ^rogresses. There 
at least partially derived organically from each ot er as 
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are sudden leaps in both motif and timbre which serve almost to shock the listener 
into awareness at times, but for the most part the almost gamelan-Iike sounds are 
produced through these series of interlocking patterns which, as Terry practices a 
piece, suggest themes from the material that has already been conceived; new ones 
are always being given a place, and some old ones sometimes don't get a chance to 
make an appearance, but they are all well known by the composer, so that they can 
be brought into the texture as needed. Certain differences in a given performance 
can be derived by their order of appearance, which changes as Terry's immediate 
concept of the development of the piece dictates. The possibility of this immediacy 
is what gives him the great range of options within a basic framework, which the 
kind of improvisations that he creates make necessary. 

When I was a young child, about six or seven, I can remember being fascinated with 
compound words, like "snowman" and trying to reverse the two component words 
to make "mansnow," which is easy enough. My fascination came from repeating the 
new word several times, and then having my own ear force its pattern recognition 
into the word "snowman," no matter how hard I tried to fight the result, 

man snow man snow man snow man snow man 
snow man snow man snow man snow man snow 
man snow man snow man snow man snow man 
snow man snow man snow man snow man snow 

It was a game that was always good for the whole ride (about half an hour) to 
school, but for some reason, one that I can't ever remember playing on the way 

The music becomes a life analogy of the never/ever repeating cycles with the 
bearded central figure dressed in white-oh Christ it's too much-get me the cross, 

ve got to see the cross! Even your fucking tape machines go in little circles.-A red 

aTI TT °f th°rnS ~°r are We killinStw° birds with one stone? 
Ah the smiling Buddha today, I see, well let's just rub the tummy a little for good 
tact-No pam, no pain-just slowly receding.-It's all in the head... teched???... 
No, uh, uh, internal dialogue. 

CfirdeSimply continuity-c°ntinuous never ending. They are also 

heTbut I™ emmine T°rS° IVe reai That'S obviously neither here nor 
there, but you can never tell who's going to read this. 

2 ™ ° : " " " b r - ™ 1  « ~ p . » . „ » > . <  T h , a  
" » ™ * r  • -

this is inademiatp u an8ua&c ^at we use for rhythmic forms, although 
inadequate enough to boggle the mind, but the time involved in pitches which 
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also exist only in a particular time/space where actual repetition in a conceptual 
sense is impossible. The generally accepted idea is to break things down into linear 
ideas (melody and rhythm) and then see how they stack up together in a block of 
time (harmony). Pitches themselves are frequencies of repetition in an arbitrary time 
scheme that only become important in relative relationship to each other, in another 
time division in which they are experienced. It seems to be of little value to try to 
separate them from their context and then try to express them in terms that leave 
out the largest parameter. Language is found wanting—so people make music. 

What seems to be most important isn't whether or not time is non-linear or an 
inverted figure eight, or whatever, but rather your actual perception of how it works. 
Music as a medium seems to be able to expand that perception which people use to 
order their realities from day to day, and in order to react to what seems to be a crac 
in that linearity, a performer needs to draw on intuitive, non-rational perceptions. 

Most people that I know have had the experience of knowing something wit i 
out ever having learned it. Jung theorized a "collective unconscious and simu tane 
ity of event, et cetera, to describe this phenomenon. Possibilities present t emse ves 
in the concept of time as a non-linear function: that the promise an rea ity o 
events (or "truths" or "knowledge") exist at all times out of time. There is; t e pos­
sibility of experiencing anything at any time, but the enculturation w IC as 
it possible for you to function in "reality" keeps you from seeing the possibility, o 
what is needed is a tool or device to break down the concepts that we 
Historically, "wierdos" have accomplished this through meditation, p < y ' 
Tarot, astrology, et cetera, and the arts. Audiences have glimpse it at a 
tance by viewing certain art with the option of always rejecting it it b 
income too confusing or unresolvable in their own choice of rea ity. e , 

were insistent, or if their vision were strong enough, you cou a ,• 
^em as heretics, or at the very least make fairly sure they never got any g 
again. , • 

Itis interesting to me, although I'm not really prepared to draw any'conctans 
from it, that Terry's music has always been much better received in P H;s 

^ United States, especially in France and Italy, an , just: ate •fey and 

concerts there are treated like those of a popular luminary. Partially, the 
the cover of their equivalents of Craw daddy and Rolhng 

taction can be attributed to the fact that so much more o erry f years 

*ere than it is in the United States, owing to a certain lack of 

3g0 between Terry and Columbia Records. Also, t terc is Ber (judicial, eco-
many jazz greats and near-greats who, for one r£as°" ^ Left Bank) Copen-

o°mic or psychological), were driven to Europe (t ic ^ ̂  continue. But, 
agen, et cetera) where they found enough support o ^ ̂  said, I'm 

a8a'n, you're dealing with a "chicken and egg" type ProP° 
n°t prepared to draw any conclusions. 
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(There seems to be a fairly well-accepted misconception that the people of India 
don't regard time in quite the same manner as we Westerners do. That they have a 
concept of "proper timing" which is very loose, and involves things happening at a 
time when "they want to," rather than forcing things into some arbitrary division 
of twenty-four hours with sixty minutes to the hour, et cetera. I don't know the ac­
tual concept of the "average" Indian on the street, but I do know that Pandit Pran 
Nath s guru was so afraid of being late that he wore two watches, one on each wrist. 
I don t know if he went so far as to set them fifteen and thirty minutes ahead of time, 
but Carl Sandburg apparently didn't originate the idea.) 

It seems that there must be a way to relate all the specifics that go into sound, in all 
its different styles, to the whole that we call music. But the problem rapidly degen­
erates into a contextual battle waged over semantics, where everyone is entitled to 
their opinion and it is impossible to prove to the other side (to their satisfaction) that 
their stupid definitions that exclude things they don't "like" are perhaps slightly 
askew (wasn t he a vice president, or governor, or something)? In the end all things 
arc music except the ones that aren't (not unlike the way we choose our presidents), 
and our "words" for what they are or are not don't amount to a whole lot, other 
than intellectual confusion. Historians will always describe things as if they only ex­
isted as conceived in the world of the historian's mind, and people with any sense 
will ignore them. There is no such thing as truth or reality; there are only "different 
versions" and what you choose to believe. The irony being that all versions are con­
tained within a closed system which is true by definition, because it exists —that is, 
"everything you know is wrong." (As a proof of God I would give this essay a "C" 
and refer you to Descartes who got a "D.") 

After having spent a goodly amount of time thinking about writing this piece, it be­
comes clearer and clearer in my mind that the true objective of what I'm trying to 
say has already been best expressed by Terry in his music. Or if not that, perhaps 1 
should be trying to tell the story in completely different terms-Bleep-Bloop-
P°P hlSSSSSSSSSSSSSS-Do anything for you? No, I didn't think it would. 

t dm ' * C»Wi ° C ls  iust a k'g case of mistaken identity? You know, this 
y 1 ey isn 11 e real one, the one I m supposed to be writing about. I should be 

writing about this woman who lives in Yonkers (she's originally from Petaluma) 
w ho attaches electronic pickups to her body and then does obscene things to a video 
monitor that shows looped reruns of "Let's Make A Deal." But, I don't know about 

mo"; rr"" Tu ceard °f her- And the prob,em 15 1 tell whether it's a 
eoW f"8 ̂  ^ ^ an Andreas fauIt  has bec°rne an invisible Colgate shield that's 
going to forever perpetuate "them" and "us." 

with ^dPrbrf ly ,USt bCm? ? Httle Paran° ,d ' but Se,f  doubt does have to be dealt 
with, and California seems like a good place to start.) 
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There is a certain quality to Terry's music which seems special to California. I 
have heard it described in terms of "light" versus the "darkness" of the East Coast 
or European tradition, and even though the analogy ignores all of the qualities 
which the two have in common, I have to admit that it is apt ( the West Coast has 
the sunshine and the girls all get so tan"), even though it is an obvious fact that al­
most everyone on the West Coast came from somewhere else, it's important to re­
alize that most of them have come here in the last one hundred years, and, impossi­
ble as it may be to leave your culture behind, people on the West Coast seem to have 
managed it. That doesn't mean that everything is on the level of the drive-in funeral 

parlor, but it does mean that there is a greater chance for selectivity in culture and a 
greater acceptance of experimentation. Roots are still in the process of being synthc 
sized from many different cultures, both Eastern and Western, and to a certain ex­

tent they're being invented as the needs present themselves. 

Not too long ago when I was getting a rock and roll group together to play bar gigs 
in the Bay Area, I asked Terry if he wanted to play keyboards. (I thought he'd be a 
natural for the "San Francisco Sound.") He said that no, he'd already done that (he 
used to play ragtime piano in the bars on Broadway when he was going to co ege), 
but asked if he could sing. He'd always wanted to do "Wichita Lineman, a G en 
Campbell song from about six years ago. Between that and trying to rcmem er t e 

bass line to "Lady Madonna," he flunked the audition. 

Coupled with the ongoing synthesis of roots and tradition is the idea that life, 
superficial level, is easier in California. I am constantly reminded of Charlie Chap­
lin's vision in "Modern Times," where breakfast is merely plucked from the branc 
of an orange tree that sticks through the window of his perpetually sunny kitchen. 

(Of course life isn't really like that, but cliches die hard.) Things are more ai 
back." Alice's white rabbit stops being forever late and becomes Grace ic w t 

time in the world to be warped any way you see fit. Or in other wor s, t p 

get longer. , „ 
In Terry 's music these factors manifest themselves in that idea of .. 

"light." His music becomes a reflection of the sunlight and clean air where he lives 

h has the freedom to breathe and evolve in its own time and irection in 

same manner as does the culture in which it has its roots (an part o w 
has become). Terry, his wife, Ann, daughter Colleen, and son Shahn have been living 
ln a small town in the Sierra Nevada foothills for just over two years. 
there represented the completion of a cycle f o r  Terry—from growing; p 

town in northern California, to being a big "city she er most y in north_ 
(w>th several years in New York and Europe), finally back to a sma o 
ern California. (Actually I have yet to find out where t e town o 
California, is. I mean, I've been to Terry's house lots, and as far as I can tell it s in the 
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middle of the countryside, just outside of North San Juan, with the sawmill just a 
little bit beyond. I've never seen a sign that says "Alt. 13,002 ft., Pop. 23 1/2." I'm 
not sure if that makes it a mythical place or not.) 

When Terry and his family first moved to the country, he had to leave almost im­
mediately for Europe to do concerts for a month. When he got back, Danny [one of 
his students] had drained Terry's pond to see what was on the bottom, and unfortu­
nately, the pump that was used to keep it filled had broken down. Terry's garden was 
being ravished by deer who were afraid of no one, so Danny and I helped Terry 
build an eight-foot fence around the garden to try to keep them out. In the mean­
time people like myself were coming to visit in numbers too large to enumerate. 
Terry tells me that when the Russians moved to the northern California coast, the 
reason they finally gave up and left was that the gophers destroyed their crops. I also 
haven't seen any gophers yet. 

Money, money, money, money." No matter how crass, it has got to be a consider­
ation when talking about an artist in our society. I know Uncle Jerry and some of 
t tc other head honchos are convinced that "good" art will support itself in the open 
market, but those of us who have been in the closed market with our "bad" art can 
only muse on the roads not taken and the pieces not played. 

Hi. Hello? . . . Oh, there you are. Hi . . . really good, how 'bout you. Far out... 
eah I know But whenever I'm home the phone never rings. Yeah,'l talked to Terry 

and he be doing a thing at Harvard about the same time, so yeah, he'd really like 
o it. e , I on t know, I don t really want to get into that sort of thing—why . , • 1 • } 6 uiai son ui uuiig — wuj 

on tvougive lm a call and you can wring each other's necks over a price instead 
of both of you working on mine. 

Yeah, that's what he usually gets ... I don't know-who am I? Bill Graham? 

After many years of experience, my son, these are the words I wish you to cam 
with you at all times m order that you might fulfill your existence: "1 play ... yo 
f[J , J' a ** y°y'my f^ather, (mani padme OM)... Also, if you're going ver 

hereV . !<7 7" " g" 3 rOU"d PreP"d ^Je, 0 
ther a r al good chance that you're going to be "there" for a while. (Can I get a, 
OM???Cmon, who'll g,ve mean OM?) 

ness that heir^ ^ Cgo t'lc artlst to be fed, and the ambitions and competitive 
ins a score in the^ Culture fosters* 1 can °n'y imagine the feeling of receiv-
someone else's n^ ̂ ' re<j08nizin8 n as your own piece in a different key, wit! 
rt« s and v n f °n it' c™ ^ ̂  h3PP™ed t0 *"d <° 

deed tha"wdl DO T™1 " ̂  F°RM °F » "range system in-

against itself (HL ^ 
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There are things that cannot be known. Not now and not ever. We still won't know 
them when we land on Jupiter and we probably won't know them when we die. 
Most people are very "rational," or like to think of themselves as such, and therefore 
don't believe in mysteries or intuitions. Everything is " logical. When facts don t fit 
the theory, either the theory or the facts must be changed. Intuition is feminine, 
dark, in the realm of the moon and magic (which everyone knows is perpetuated by 
quacks and hucksters). Over the centuries we have thought up symbolic represen­
tations of the mysteries of the universe like the Magicians of the Tarot. Unfortu­
nately, contemporary "rational" man has come to see his symbols (scientific theory, 
etcetera) as fact and truth, rather than as a poor representation of universal experi­
ence for which there are only questions. Music like Terry's creates rips in the ratio­
nal and invites us to experience ourselves as process within the continuity of an in­

finite world. 

Sometimes sitting, sitting, floating—sometimes nowhere at all. Sound starting in­
side and being drawn out into this vacuum that exists everywhere, always a felt pres­
ence. Total effortless concentration —and then ... I lose it again. You should try it. 
It's like holding your breath for ten minutes. At first it's very easy. But then slowly 
you start to tighten up, your throat hurts and your lungs start to hum. Your heart, 
head, eyes and ears begin unison pounding with no relief—stronger than your will, 
probably—and then, slowly—it gets easier, and finally dissolves into effortless non 
being... What? Oh yeah, sure, you're right, it's easier to drown. Having never done 
it myself, I'm not entirely sure that you get that same indescribable feeling of being 

turned inside out through your mouth. 

Something, I think—no. Sometimes —no, let it go. 
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Sound Changing Its Own Bahavior 

by Robert Sheff 

In Bob's Complete with Heat pairs of performers face each other, each performer 
responding only to his partner's choices from a single page score that contains 
eighty-five groups of notes "arrayed in a hierarchy of potential phrase lengths and 

potential dynamic levels," each pair completely ignoring what happens around 
them, as if they were dancing. Complete is performed together with the eight-and-
a-half-minute composition Heat, which is a tape of two sources —Bob speaking 
through a microphone beneath a mask covering his face to prevent outside reso­
nance, and sine-wave oscillator. The voice is modulated at different speeds, and both 

sounds are gated by a switch that determines the onset envelopes of the sounds—a 
rushing-rise-of-sound circuit of the "master-slave" voice-or-music compressor type 
used for a long time in radio. In its concert form, Heat is for four loudspeakers 

the fact that all of the available sounds were treated in the same way in the course 
°f the improvisation, accounts, I think, for the apparently ambiguous nature of the 
s°und material." Resonant (mutually-affecting) duets, local geometric pools in a sea 
of molecules moving about at random (heat) —all other forms of energy result from 
unordered, non-random arrangement of the elementary particles of matter. G. Por­
ter in The Laws oj Disorder (1965) has pointed out that disorder is the natural con­
dition because an ordered arrangement conforms to a pre-chosen requirement, and 
Slnce heat is the only form of energy arising from disorder, or random movement, 
t is therefore the most likely to appear. Because all energy transformations, except 

the transformations to heat, are incomplete (even though nothing is created or de­
stroyed) we are in a situation of "imprisoned incompleteness" which can exhibit 
sP°ntaneous energy transformations, sudden changes of state, no matter what path-
Ways (for example chemical) are pursued. Bob is dealing with the physical reality at 
the basis of, for example, John Cage's compositional techniques based on the inde­
terminacy of states. The electronics are used to amplify and outline, or silhouette, 

e random and involuntary small sounds of the voice, which is purposely not pro­
jected or stressed—in projected speech or singing these might only be heard as 
0arseness caused by social repression (described in Alan Lomax's Folk Song Style 

a'd Culture), or by age (as described by the slight ring-modulation of the business­

es vo 'ces in Frogs, Part One, of That Morning Thing), or by stylistic or emo-
na ' intention (as in the humorous, sexy and "sly" style of Bob s reading over an 

eclr°nic score in his soundtrack for George Manupelli's unrealized movie, The 
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Fox). There is also an analog for these involuntary small sounds in the popping and 
springing events produced by loose strings under extreme bowed pressure (the 
sounds then processed by an electronic matrix which amplifies "coincidences" or 
small catastrophes or constraints) in String Quartet Describing the Motions of Large 
Real Bodies. Cynthia Liddell's voice is close-miked, and surrounded by bell-like 
sounds of constant slow pulse—but phrased pitch — occurrence (random movement 
among a set of fixed pitches) in Purposeful Lady Slow Afternoon. The longest (larg­
est, or whatever) work to date in which Bob has explored this idea of the amplifica­
tion of vocal details is Automatic Writing; the voice also goes through an electronic 
matrix which suddenly shifts the states or proportions (depth and locality) of the 
stereophonic space (field). In Perfect Lives and In Sara, Mencken, Christ and Beet­
hoven There Were Men and Women, a smoother voice, with full words, is used be­
cause the rhythmic aspects of the voice are being paid attention to (as in elocution, 
oratory, chant and the mentation of words without physical breath). Musical com­
position is a mix of what you pay attention to, shine your light on, and highlight in 
behavior other-than-yours and your own; what is inherent in that behavior (appar­
ently built-in ); and the sense of potential, the hope for new possibilities to show 
themselves. For instance, if you are paying attention to movement—the number of 
events and the proportions they exhibit in action-eighty-five events (for example) 
outside-of-time (vertical, harmonic, "all-at-once" stacking) could be unfolded in 
real-time (horizontal, melodic, creating a sense.of "one-after-the-other" time) in a 
set time schedule, or, improvisation of eight and a half minutes; or, if you are paying 
attention to the behavior of physical details, the structure could be put into the cir­
cuitry of an electronic box, which could describe that behavior-it could observe 
coincidences and make changes or modulations in the sound accordingly; it could 
observe proximity, Doppler effects, inflections or envelopes of expression used in 
"meaningful" speech compared to those in "ordinary" language; it could sense cer-
tain characteristics of the input and feed those back to be added to the new input, so 

at t e sound is changing its own behavior; it could impart changes that happen in 
a short time period (frequency changes in a second) to effect changes over the large 
structure on another parameter (amplitude changes over ten minutes), et cetera, et 

a. nee t e structure is articulated, you can free it or freeze it—for instance, 
the performers can improvise on a given highly ordered structure (for example the 
symmetrical charts of John Coltrane, compared with how he played them); the in-
put to the electronic box can be improvised and the behavior of the box remain the 
same (the box is memoryless"), or the inputs remain the same but the output is ge­
neric or unpredictable (the box has "memory," calculates pathways from observing 
event occurrence, and adds that back with the new input, a cybernetic servo-mech-
amsm) et cetera et cetera. This "box" can be physical and/or conceptual, of course. 

Bob s Public Opinion Descends Upon the Demonstrators deals with accepting the 
divided self-consciousness of audience members, at least, "at American concerts." 
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This piece comes in six sizes, graded from a performance for exactly six people (soft 
sounds, sounds as objects, like radios, et cetera) to a performance for 28,278,466 

people (unspeakably loud and destructive pure noise, sounds as effectors of audi­
ence behavior, "possibly the nuclear event"). Periods of alternating sound and si­
lence in this piece are scaled by the Fibonacci series (used to create the larger struc­
tures in many of Bela Bartok's works — Bob admires Bartok for telephoning Henry 
Cowell to ask for permission to use tone clusters —' human engineered architec­
ture, and the proportions used to describe various natural phenomena ranging fi om 
the shell of a chambered nautilus to the equiangular or logarithmic spiral of the ra­
tios or wavelengths in the diatonic scale(s), to the eccentricity of the star Sirius (its 
deviation from orbit), which is approximately the inverse of the Golden Mean, 
which is expressed in the ratio of the last two numbers of the Fibonacci series as it 
nears infinity; the series also can have self-limiting nodal properties designed into 
it-these are re-cycling points in the form of exactly repeating numbers, which have 
the ability to describe, for example, re-bounding "echoing" surfaces, or certain spe­
cific (and, therefore, specified by the observer) task-behaviors, expressed as propor­
tions over time), and the sounds and silences are gated outside of this pre-composed 
score (the composer's consciousness, or, at least, intentional act) by the audience s 
behavior (their consciousness .. . which they normally surrender). 

This relationship between the planned and the live, the immediate and the spon­
taneous exists in all of Bob's music-like knowing your rights and maintaining the 
independent situation. There doesn't have to be a contradiction between the now 
edge and the development of (symmetrical) forms —some of which are re ections 
of previous dynamical events, and some of which appear to be developing "purely, 
out of the physical context-and the free, dynamical use of these forms; or, there 
doesn't have to be a contradiction between the "mental" and the "feehngful, as 
would happen in a blockage between the upper and lower chakras of the body (in­
cluding the subtle or aetheric body). For example: Anton Webern wanted his (sym­
metrical, reversible) music to be played with the emotion of a performance o 
Johann Sebastian Bach's music; Thomas Tallis' forty-part motet (eightchoirs of five 
parts or voices each) Spem in ahum nunquam habui is transparent and highly emo­
tional with amazingly "zinging" dissonant moments as modal and caden ial ( 
a n d  s h a r p )  s e v e n t h s  s i m u l t a n e o u s l y  t r a v e r s e  o n e  o f  t h e  a x e s  o f  t e s y m m e  
shaped distribution of the choirs (North, South, East, West, and four in the center) 

to be resolved in the tonic of another distant choir. 
Bob conceived of the Illusion Models I-IV during 197° an *972' . ^ 

^ was "cosmically out of work" (no new pteces). Talfang wuh John C^ 

oided to see how many aural illusions could be invented or de,xnbeiI (th,ejua 
lusions have mostly been covered) —"In our larger wor o soun , „ ^ 
experience illusion!, but they are almost exclusively .n the category-
'Unions are described as "virtually hypothetical mstallat.ons m wh.ch comp 
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would control sound in such a way that certain effects would be created in the per­
ception of the visitor that otherwise are impossible to achieve": structures or proce­
dures apart from their specific performance or physical realization; and some are 
possible only with computer real-time calculation and feedback-some are still not 
technically possible to perform, or at least, weren't possible when they were first 
conceived, or performable only in limited versions. Illusion III, the identity illusion, 
deals with how you understand what a sound is, by (discontinuously) transposing 
the natural orders of the shortest sound components you could identify; for exam­
ple, re-arranging the order of components in the sound of an auto accident-
bumpers and grills crunch, motors collide, passengers go through windshields, et 
cetera, or a gunshot—hammer hits shell, shell explodes, compression of air, bullet 
leaves barrel; or the complexities of the vocal tract studied in speech synthesis (I 
have read the extreme details of such an analysis, with diagrams, that Bob did for 
one of his college courses when he was a student). The question is: do you know 
what a sound is because of sequence, or what? The problem is especially interesting 
when you have never heard the sound before (an "aborigine" hears an auto crash, a 
"city dweller" hears a kangaroo). We examine the "envelope of expression" from all 
angles (observer rotates in four dimensions, object stays fixed but apparently re­
ordered, and vicc-veisa. This Illusion was the beginning of the ideas of the String 
Quartet Describing the Motions of Large Real Bodies-the seven possible rotations 
o the inter-modulating, laterally-connected matrix; and In Sara, Mencken, Christ 
and Beethoven There Were Men and Women-the idea of seven plus seven). 

We have magic, as entertainment or ritual, or perhaps, historically, as religion. But the 
mag.c we know ,s largely v.sual with heavy psychological overtones. Our music, in the 
most extreme interpretanon of its complexity, has no purposeful illusionary qualitv. We 
expect to recognize what we hear . . . electronic technology has introduced us to the 
wor d of aural illusion. Recordings are primal illusion ... In the case of the Illusion 
Models, sound will be organized with the sole purpose of creating illusions that have 
only the vaguest correspondence to real-life sound. In this, perhaps, the Illusion Models 
are music. r 

The flow-of-time is a projective belief-system that depends upon "beforeness" and 
afterness, and on ignoring all the peripheral events, images, smears, buzzing in 

your ""-all the distractions that surround (including: seem to get in the way of) 
intentional behavior. These discontinuities (by relationship to intention or planned 
behavior) can be accepted as positive information when you realize that the content 
o intentional behavior is itself born in this world of "distractions," which eventu-
ally exhibit a deep structure" unique to each local magnetic pool (including a per­
son behavior). Bob's description of the making of this piece is so wonderful that I 
want to quote a large portion of it here: 
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I had noticed that under certain specific situations of psychological or social stress — 
when there were too many people around me and I was reacting to too many obliga­
tions—I would tend to hide in the toilet . .. and while I was there, I would tell myself 
stories... inevitably a certain phrase would crop up in the telling ... it was like, struc­
turally, a dream, in that it —the transaction —required a separate place or a separate state 
(sleep for the dream, and the toilet, or in fact, any sort of private place (as in: I have to 
run to the store and get some cigarettes —for the waking drama) and in that the activity 
had no connection or relationship except removal to the activity it alternated with. And, 
like the dream, it had its own characters, who seemed always there, waiting in the wings 
for me ... in the case of the waking drama, the characters were not people but phrases 
of speech ... I had discovered in myself a perfect example of involuntary speech. In 
other words, I had found a link between what I know instinctively was the sham of the 
perfectly intelligible world and the other world —sounds... 
In 1975, or around then, I recognized that I was working with two ideas. One was the 
notion of the sadness in the isolation of the form of my uniqueness. Another was that 
this sadness, but not the form, was expressed in involuntary speech. That is, I had be­
come modern in my own eyes, and it had lost some of its charm. A typical experience, 
I think. The synthesis of these ideas —that is, my art —took that sadness as the subject 
of its form. I recognized that unlike what I had expected as a "career in music had ma­
tured into a characteristic sort of physical and cultural isolation . .. 
In trying to present involuntary speech, I came up against a predictable pi oblem. my 1 c-
spect for the state—in the form of the forms I had required of myself as a citizen. And 
1 was not alone in this. No matter what technical or procedural apparatus I introduced 
into a public performance to evoke involuntary speech in the performers, I was always 
outwitted, that I always failed, because citizenship comes first, assuring, as it does, par 
ticipation in the food plan, and other benefits. In other words, it's true, as we've always 
been told, that you can't hypnotize a person to commit a crime he/she would not com 
mit anyway (as they say). For the citizen, involuntary speech is not different from steal­

ing bread, no matter how hungry you are. It's always a problem. 

Bob has always liked people who talk to themselves or who can fall asleep anywhere. 

In this way of thinking, composition equals citizenship —that is, good citizenship, 
•s an attempt to correct the world form as it is transmitted to us. e crimina in me, 
acting against the best wishes of the state, wanted to expose, at east once, t e u 

form!. I set up an apparatus that to the greatest degree wh.ch prov.de the sohtude n 
which the will to suppress and control the corrective mst.net would function And 
this environment, I sought out involuntary speech. I wanted to trace you guys are aU 

and "I wanted to" and "fuckm clever" and "the J organizat ion 

x- - * **•?- * 
than coincidence. Most of the phrases of that session were „ 
tions.Fourness was more important than the meaning of you guys are a . 

^ou can conduct TV when, for instance, a p a n c l -discuss.on show* 
3nng out the rhythmic modalities that can be noticed by 
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under pressure to drone on at the normative pitch of his or her conversation, or em­
phasize and place words in their rhythm. I also remember Bob and me walking back 
from a speech at the San Francisco Civic Center and appreciating the rhythm of Ron 
Dellums speech which could still be heard over loudspeakers blocks away—the 
feeling of the meaning of the words could be picked up, through the inflection and 
rhythm, even though the details of speech were blurred by the reverberation of the 
distance—recognition through frequency of occurrence and envelope of expression. 

Second, a larger version of the form emerged in my attention span (as they say). Each of 
the foui phrases exhausted itself in my attention finally and was "naturally" replaced by 
another. Third, as in sleep, there is always some time-keeping mechanism at work. I had 
put on a forty-eight-minute tape without any commitment or sense of obligation other 
than the realization that only forty-eight minutes would be recorded, no matter how 
long the session lasted . . . what happened, predictably, is that the session came to an 
end-that is, my attention flagged completely-at forty-eight minutes ... 
Naturally, the tape was unacceptable. I played it for a few friends, who were impressed 
by my experiment and embarrassed by the result. 

Well, I liked it, Bob. For the final mix, for the published recording, Bob's voice 
(originally recorded with the EV 666 at full gain, so that he would not have to 
project or stress his voice as if some one else were present) was processed by the co­
incidence-matrix box, designed by Bob and built by Paul DeMarinis, which would 
">en t e stereo field, or tensor field, presenting his voice (and ambiguous ambience 
of the room, molecules of the air, street noises through the window, neighbors through 
the floor) m shifting states and locations and size of field-electronic distribution, 
triggered by the sampling of (amplitude) characteristics that were inherent in his 
voice and its rhythms. This gating and triggering is a perfect musical illustration of 

e now amous phrase from this piece: "My mind is censoring my own mind/what 
time is it.. To this stereo-processed vocal, Bob added a French translation of the 
phrases spoken by Mimi Johnson, a peaceful organ improvisation (in the expectant, 

ut neutral atmosphere of the mixolydian mode that Bob often improvises in, or on, 
as Bob s joke goes) and, for a fourth character, we managed to re-create the disco-
through-the-floor pulse that, by courtesy of his downstairs neighbors, was almost 
continuous underneath his apartment ("the sordid apartment," near Mills College, 

1 11  1  ,  .  V  wxw.u  

-v vvt.c.c UIC voice recording took place. 

is the reverse of the usual 

rnia type wisdom, Bob fondly remembers his father talk­
ie "unrevised form," opening up to the dynamic re-fresh-
.cessary to provide the material with which to compose, 
compositional direction, more akin to "free improvisa-
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tion" than improvisation on a given theme, or even a preferred sound a search for 
the root experience of the pre-conceptual, "the structure of the unspeakable, as 

Bob says. 
In this piece, instead of the (" normal" compositional) idea of arranging, develop­

ing, revising "material" already worked up, Bob's compositional act is in the ar­
rangement of a certain situation for the emergence of material exhibiting its unfold­
ing form(s), and both his voice and brain fields are the instruments. 

In Bob's computer Illusion Model /, the listener is in the exact center of the 
"room" or listening space, and doesn't move. A regular, undifferentiated pitch is 
heard from all sides. Mixed with this is a sample from The Entrance, a piece for two-
manual organ, in which a thirty-six-note chromatic cluster ebbs and flows in den­
sity over an approximately three-hour duration by activating each of the eighteen 
keys on the tow manuals using stacks of pennies, eighteen of which are heads-up, 
eighteen heads-down; changing the number of pennies in a stack, and re-stacking 
them one-by-one on other keys according to a beautifully meditative proce ure 
causes certain keys to be only partially or intermittently activated, creating various 
arrays of harmonics, a quasi-random "sputtering' of notes, et cetera, so t at t e 
acoustic space changes its presence as an invisible limit, alternately boun an un 
bound-when mixed in with the Illusion Model /, the walls of the listening space 

seem to shift state; this is the Remote Boundary Illusion. 
If you have ever sat still in a room for a long time, peaceful or fatigued or drun , 

you will have noticed these discontinuous changes of attention, how t mgs may ap 
pear to move away or come closer or sway or pulse, and it is not possi e to te rom 
your perceptions of the outside what exactly is happening; that is, you are appreci 
ating your own internal makes of mood attention, atmospheric pressure a 
ence," clocked (perhaps) in some harmonic sub-division of your arcadian rhythm 
(twenty-five-hour electro-chemical clock), and "writ onto" the tabula rasa of simple 
surroundings. As for the effect of the outside in these magnetic moments, the ra 
dom or orderly stimulation of a tuned or (coherent) self re erentia sy stem 
ample a set of resonant filters) only disturbs that system insofar as that 
p a b l e  o f  r e c o g n i z i n g  t h e  o u t s i d e  s p e c t r u m  -  t h a t  i s ,  i t  , s  l i s t e n i n g  t o  i t s r e a c t . o  
which it may imagine to be shadows of something outsi c tusis . . 

of a memoryless state (no feedback, no philosophy loops); a state 
thinking and sensation would be shades of Hume and Locke 
midly. The problem in the design of musical situations is to arrangeto go beyond 

the mechanism of reaction,sm. ^ » 
aspects is surprising similar to quantum p y ^ ^ of ^ specifk sys. 
general, psychophys.cs tries to make pre ^ consideration is the 

tern subjected to given initial conditions. 7 sys t ems-evolution is man-
brain and associated peripheral nervous an en complex behavior 
ifested by the individual psychological reactions or by the who 
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of the organism commanded by the brain." (Juan G. Roederer, Introduction to the 
Physics and Psychophysics of Music, second edition, Springer-Verlag). I'm interested 
in the "evolution is manifested ..." part. 

The unchanging pitch in Illusion Model I is suggestive of the "central resonance 
factor" of any relatively enclosed space (including your head, chest, et cetera) and 
the act of setting it ringing is the feedback idea of Illusion Model IV, and the idea of 
surrounding yourself with that resonance is Illusion Model II. 

In Illusion Model II, Bob describes the "other side of the coin," or reverse mag­
netization of the directionality of Illusion Model I, which has created the modality of 
"something out there," a sense of the outside seen or unseen, with "objects" or pres­
sures of the field moving about oneself. This is not the same modality as the sense 
of empty space because it (and the field of Illusion Model II) is filled-in space -
empty space is non-modal, but its "pure" perception may not be possible for a hu­
man being, although we can lighten and open up our spaces (as we do from child-
oo to, for instance, accepting distance as a given, and acausal events (coincidence, 

t e unspeakable) as more real or occuring more often than the other causal images. 
In any case the processor of the "meaningfulness" is ourselves-it is difficult not to ^MCCia a" ,'Stance ^V'n8 on this hillside in the Bay Area. In this part of the country, 
as Mary Ashley said, the land seems to float in the clouds- the geography of Amer-
tea, or the relation of human nature to the human mind. So, as the magnetic reversal 
of Illusion Model /, Illusion Model II is the Near Boundary Illusion in which the lis­
tener takes up the mob.hty that was a property only of his environment in Illusion 
Model I, and can move about, but still thinks he is the center because, hypotheti-
cally, an almost infinite number of small loudspeakers eonstantly change the ampli­
tude of sound broadcast by "the wall- this compensation is accomplished byprox-
rmty detection of the location of the listener, a constant surveillance, and the calcu-
ation by computer) of the appropriate amplitudes at each loudspeaker. The "aether" ™:rrntly surround the fetener> wh° *  ̂̂ th /««*•„« 

and com of fTT ** S° Wgh that '* is nece*^ » have digital analysis 
and control of these illusions-they are not possible with analogue gestures. 

attains direct, ^ ^ ' a"d " AeSC"he a quanta^led universe that 
ways of past an"d' fm""T magnetIC moments. evoking the mystery of the path-
edness"H a D r 6 ^ S°iUti°n ^ which 'S the idea "la^al 

fieU venerated b f 8 * CUrVed P3th thr°Ugh a Perpendicular magnetic SfSSrri r* «-* * --
motion of rhe nrr»t- mi ' c 1 c currents and the magnetic field and the 

—Ply retrace its pre",™! ^ * inVanant ^ 

S2-:t!r T of 
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Epilogue 





Robert Ashley Documents the Aether 
by Tom Johnson 

Judging from the image on the color-TV monitor, we are on a boat gradually 
approaching the Golden Gate. The soundtrack consists of Robert Ashley talking to 
David Behrman about his music. I figure that the two men are also on the boat with 
the camera, and I expect to have a view momentarily. The camera doesn t cooperate 
with my desires, however, and continues to focus straight ahead. Then, after maybe 
ten minutes, it rises and begins to circle overhead, looking down on the buildings of 
San Francisco. A tricky cut? A flying boat? I eventually realize that I must be seeing 

all this from a helicopter. 
Ashley and Behrman continue to talk on the soundtrack. Their conversation is 

quite informal, with many incomplete sentences and some very long pauses. Breezes 
blow in the background. About fifteen or twenty minutes into this videotape, the 
camera comes back to ground level. There has still not been a single cut. O in t c 
distance we vaguely make out two men sitting at a picnic table. Gra ua y we get a 
closer view and discover Ashley and Behrman, in perfect lip sync. The tape runs 
for another forty minutes. Sometimes the camera flies away, returns, an 
speakers standing on a hill or walking somewhere. Most of the time we must e con 
tent to watch them from a distance, or not see them at all. The soun trac continues 

to be informal but insightful. There are no cuts. 
By the time the hour is over, I realize that I have experienced not only sonae re­

markable camerawork by Philip Makanna but also a perceptive port 
man. The tape reveals him as a quiet, modest man who doesn t like looking , at*e 
camera any more than this camera likes looking at him His short answers often 

leave the interviewer at a loss for words. He frequent y e ects e ;ew 

Ashley, who is the producer and director as we ^ ;nvolve spontaneous 
that for some years he has been doing Perfo™a" Pf, (hat has gone into mak-
conversation, and I begin to appreciate the am ^ ^ ^ of the 

>ng his talking performances seem so casual an uns u . ^ ̂  Aether, on 

fourteen hour-long tapes that make up Ashley n hour-long interview and 
v>ew at the Whitney Museum through April 20. 

223 
Robert Ashley Documents the Aether 



an hour's worth of musical performances devoted to each of the seven composers 
included in the series. Some of the settings and camera angles used in the perfor­
mances are as unlikely as those used in the interviews. During the performance of 
Behrman's Music with Melody-driven Electronics, the camera frequently looks on 
via mirrors so that one loses a sense of direction. Gordon Mumma is interviewed 
while oiling his bicycle, and is shown playing his musical saw in an unpopulated 
amusement park. Philip Glass talks mostly about money and practical matters and 
becomes distracted by children playing in the background, while the camera occa­
sionally picks out twitches in his fingers. Terry Riley gives his interview while milk-
ing his goat in rural California, and then goes into a sort of rustic-modern house to 
play some of his solo organ music. Alvin Lucier is represented by three works, one 
of which takes place during the interview. Pauline Oliveros does one of her often 
discussed but seldom heard accordion-and-voice performances. Ashley himself is 
interviewed by an assistant, and presents a theatrical work called What She Thinks. 
The series reveals a good deal about the artists, and presents their works with care 
and understanding. 

I think the main reason Ashley feels this music has "roots in the aether" is simply 
that it is not completely notated. Of course, it is not exactly improvised either. In 
most cases the performers may make only extremely limited choices. In Glass's mu­
sic they must even stick to prescribed melodic fragments. In all cases, however, the 
sense of timing and pacing is rather free. Neither the composer nor the performers 
can predict how the music will take shape in a particular performance, or how long 
the peiformance will last. Some of this is determined by, well, the aether. 

I or Ashley, I think his title also implies a lack of historical roots, but I'm not sure 
about that. Certainly all of these composers owe debts to John Cage and other com­
posers who launched a general approach to indeterminate music in the fifties. All of 
them have been influenced to one degree or another by Eastern ideas, and I sense a 
spirit of jazz here and there. Certainly they all have been influenced by develop­
ments in electronics. On the other hand, none of their works sound much like any-
t ing that came before. But whether their music has specific historical origins, or 
whether it did to some extent spring out of the aether, it must all come from about 
the same place. All seven composers are around forty to fifty years old, all are Amer­
icans, all are probably as well known in Europe as they are here, and all create rela­
tive y static pieces that gencially take a long time. They do comprise a sort of cate­
gory, however nebulous, and perhaps the most valuable thing about Ashley's video­
tapes is t at t ey help define this category. Furthermore, by putting everything to-
gether, they make it clear that something significant has been going on within this 
category. Of course, Ashley does not claim that these seven names should be re­
garded as any sort of defmitive list or school. In fact, he had originally planned to in­
clude one or two others in the series, and it would not be difficult to see a number of 
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other American composers, and perhaps even a couple of British ones, as part of the 

same basic phenomenon. 
I have been emphasizing the subject matter of Music with Roots in the Aether. 

But documentaries are also works of art in their own right, and it seems to me that 
this one is particularly successful, even though it's as long as about eight or ten typ­
ical feature films. Ashley's settings sometimes verge on the bizarre, but they always 
endup seeming appropriate in one way or another, both in the interviews and in the 
performances, and as I mentioned, his own extremely casual talking and interview­
ing method is an art in itself. Not only does the no-cuts technique present a unique 
challenge that Makanna's camera meets ingeniously time after time, but it is also ap­
propriate to the long, unbroken continuities of the music. That lone camera moves 
slowly and somewhat predictably, a bit like the music itself, but ncithei is ever bor 
ing. There is no editing on the soundtrack either. The tapes come spectacularly close 
to actually capturing a live-performance quality. At one point, after having seen 
quite a few of the tapes, I suggested to Ashley that Music with Roots in the Aether 
might well be his own finest creative work, but he only shrugged. Perhaps he thin s 
of it mostly as a documentary of other works rather than as a work of his own, per­
haps he was just being modest, or perhaps after almost twenty productive years 
creative artist he just finds it too difficult to make such comparisons. 

This article was first published in The Village Voice, New York, 25 April 1977-
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Essayists' Biographies 

Singer/composer M A R G A R E T  A H R E N S  has received acclaim as an interpreter of a varied rep­
ertoire of standard operatic and concert works, and as a composer/producer/performer of 
contemporary and multimedia pieces. She made her recording debut on Gunmar Records 
under the baton of Gunthei Schuller and has performed with new music advocate/conduc-
tors Gerard Schwarz and the late Robert Black. Her performances include numerous world, 
American, and New York premieres. She has sung on concert series at Weill Concert Hall, 
Symphony Space, the Guggenheim Museum, Merkin Concert Hall, Riverside Church, the 
United Nations in New York, and the French Embassy in Washington, DC. Her European 
performances have been heard at the Ro Theatre's Rotterdamsc Schouwburg and on West-

uts cr Rundfunk. Margaret Ahrens lives on a ranch near the Snowy Range in Wvoming 
with her husband, economist and violinist Sherrill Shaffer, and their musical son David. 

I A U L  D L M A R I N I S  has been working as a multimedia electronic artist since 1 971 and has cre­
ated numerous performance works, sound and computer installations and interactive elec­
tronic inventions. He has performed internationally, at The Kitchen, Festival d'Automnea 

ans, Het Apollohuis in Holland and at Ars Electronica in Linz and created music for the 
Mcrce Cunningham Dance Company. His interactive audio artworks have been shown at 
the ICC ,n Tokyo Bravin Post Lee Gallery in New York and The Museum of Modern Art in 

PAnp^aTu°' , bee" a" Artist"in-Residence at The Exploratorium and at Xerox 
1 ARC and has received major awards and fellowships in both Visual Arts and Music from 

e National Endowment for the Arts, NYFA, NYSCA and the John Simon Guggenheim 
oundation. Much of his work involves speech processed and synthesized by computers, 

available on the Lovely Music Ltd. CD Music as a Second Language., and the Apollohuis CD 
istenei s Companion. Installation works include The Edison Effect which uses optics and 

Mattp eii!-th ma ,Ci"CW SOUn^S scanning ancient phonograph records with lasers, Gray 
cr w ic uses t ic interaction of body and electricity to make music, and The Messenger 

v ,c examines the myths of electricity in communication. Recent public artworks include zzzazzrtzr • '•*T™ ™ -*•'»< ̂  -
sPevenRJd°swrhT btT" '9S' NCW Y°rk City' He began P1^ P™° « * § <  ° f  

to Mu2h G ! IO fTT 3'nine- At the age °f thirteen' G°rdo" ™^d with his family 
twTi hPrr" K " ' G°rd0n Studied "»Phone with Don Menza and music 
of C Hfl nl fSan nM Bachel°r of Arts in ^ University 
Refolds 'Gold" W Where ae StUdied comPosttion with Kenneth Gaburo and Roger 
at Milt ColT wh h" PUjSU j 8radUatC StudieS at the Cent" f°r Contemporary Music 

New Mexico Per.r r A r , ContcmPorary Music at The College of Santa Fe, 
Mexico. Peter Gordon first gained attention with his Love of Life Orchestra (LOLO), 
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which he founded in New York in 1977. Working with LOLO—which has ranged in size 
from a trio to over a dozen of New York's top musicians —Gordon has performed hundreds 
of concerts internationally. He has composed music for many plays and music-theater 
works, winning an Obie award in 1985 for his score Falso Movimento's Otello. Gordon's 
music has been featured in the work of leading dance companies, including those of Alvin 
Ailey, Stephen Petronio, Donald Byrd, Bill T.Jones/Arnie Zane and Molissa Fenley. His 
score for Bill T. Jones'/Arnie Zane's Secret Pastures received a Bessie Award in 1985. Gor­
don's music was featured in John Patrick Shanley's film Joe Versus the Volcano. He com­
posed music for Viola Stephan's The Journey From Petersburg to Moscow, a German feature-
documentary about Russia in 1991. 

Peter Gordon's collaborations with video artist Kit Fitzgerald have been at the forefront 
of live video-music theater. Works include The Passion of Passion (1985), Spectaccalo (1987), 
Return of the Animals, and The Return of the Native, which was performed at the Brooklyn 
Academy of Music's Next Wave Festival in 1988. Their duet, Tone Poems and Video Paint­
ings, toured Japan for the US1A in 1992. While Gordon and Fitzgerald were in Japan, Tokyo 
Broadcasting System produced Painted Melodies, Spider's Garden, an hour-long hi-definition 
television (HDTV) program featuring Gordon, Fitzgerald and their work, which won the 1993 
Grand Prize (Video Art) at the International Electronic Cinema Festival in Montreux. Gor­
don's recordings can be found on Newtone, Lovely Music, CBS Masterworks, and ROIR. 

CRAIG HAZEN composes and produces music for commercials, CDs, TV and film through his 
company Zen Music, Inc., in New York and sister company, Joe & Co, in London. He lives 
with his wife and partner, Julie, and their son Mick, in Brooklyn Heights, New York. 

JILL KROESEN has written and produced the following musical theater pieces: Fay Schism 
Began in the Home, about the similarity between a certain femme fatale and Hitler; Who Is 
the Real Marlon Brando, about the literary scene in New York City circa 1975; Universally 
Resented, about a bad relationship where one party wants to leave and the other 1 cvels in t e 
mess of it; Stanley Oil & His Mother, a systems portrait of the Western World in twenty acts 
from the beginning of civilization until after the present; The Original Lou & Walter Story, 
about a fairytale farming community; Excuse Me I Feel Like Multiplying, about the similar­
ities between the relationship of the USSR and the US and two girls fighting over a boy­
friend; The Lowell Jerkman Story, about the problems of a male artist in a city with little ter­
ritory and women with No Babies. Jill Kroesen has released two records: Stop Vicious Cycles 
on Lovely Music and / Really Want to Bomb You/Jesus on Lust/Unlust. Jill Kroesen 
received a Bachelor of Arts (Music, 1972) and a Master of Fine Arts (Electronic MUSK and 
the Recording Media, 1974) from Mills College, where she studied with Robert Ashley and 
Terry Riley. She lives in New York City where she works as a video engineer. 

MAGG. PAYNE obtained music degrees from Northwestern University, the University^ 
nois, and Mills College. For ten years she was a recording engineer in t e mu 
ties a, the Center for Contemporary Music a, Mills, where she is currently Co j rector and 

teaches recording engineering, composition and electronic music. She also freelances 

Australia, has rece.ved two Composer's Grants and an Interdisciplinary Arts Grant from 
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National Endowment for the Arts, and video grants from the Mellon Foundation and the 
Western States Regional Media Arts Fellowships Program. She has had honorable mentions 
from Bourges and Prix Ars Electronica and placed in the Barlow and Luigi Russolo compe­
titions. 

Works include White Turbulence 2000, HUM 2, Sweet Dreams, Close-ups, Raw Data, 
Apparent Horizon, Minutia O-IJ, Liquid Metal, Aeolian Confluence, Resonant Places, Desert-
scapes, Phase Transitions, Songs of Flight, Ahh-Ahh (ver 2.1), Airwaves (realities), White Night, 
Subterranean Network, Crystal, Solar Wind, Ling, Scirocco, Transparencies and HUM. 

Her works are available on the Lovely Music, Music and Arts, CRI, Centaur, MMC, As­
phodel, Frogpeak, and Digital Narcis labels and on the Mills College Anthology. 

PAUL ROBINSON was born in London in 1949. He was educated at York University and Mills 
College in Oakland, California. As a composer he has had works performed by the Northern 
Sinfonia, Scottish Ballet, the Hilliard Ensemble and many chamber ensembles. He teaches 
music^at Salford University as well as directing his own performing ensemble "Harmonic 
Band, which specializes in contemporary music and new music for silent film. He lives in 
West Yorkshire in Britain. 

ROBERT SHEFF ( 'BLUE" GENE TYRANNY) was born in San Antonio, Texas in 1945. Asacom-
poser and pianist, he has toured in solo and group concerts throughout the USA, Europe, 
Canada, Mexico, Brazil and Japan. He has composed electronic, instrumental and vocal 
works, many film and video soundtracks, and scores for dance (Trisha Brown, Stefan 
Zawcrucha, Tim Buckley) and theater (Otrabanda Company). He has performed with many 
other artists and on many recordings (Robert Ashley, Peter Gordon, Laurie Anderson, John 
Cage, Iggy Pop, Carla Bley, Bill Dixon and others), and writes the " Avant-Garde" section of 
the All-Music Guide (Miller-Freeman, 1993-99). His recent pieces include The Driver's Son 
(Empathy) (1989-99), an audio-storyboard for voices, orchestra and electronics, His Tone of 
Voice at 37 (1999) for voice and chamber orchestra, Nocturne With and Without Memory 
recorded by pianist Lois Svard (Lovely Music), The De-Certified Highway of Dreams, 
recorded by Double Edge (CRI), Free Delivery, a collection of live concerts (Lovely Music), 
Country Boy Country Dog, a twenty-five-year project for orchestra, electronics and envi­
ronment;! sounds (Lovely Music), and Somewhere in Arizona 1970 for baritone and elec­
tronics ( [^aginary Landscapes, Elektra/Nonesuch). He received a Bessie for Composi­
tion, a NYFA Composer Fellowship, and a 1998 NYSCA grant. His music is the subject of 
chapters in Cole Gagne's Sonic Transports (de Falco, 1990), and Soundpieces 2 (Scarecrow 
Press, 1993), William Duckworth's Talking Music (Schirmer Press, 1995), and Kyle Gann's 
American Music in the Twentieth Century (Schirmer 1997) 
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Composers' Selected Discographies 

Robert Ashley 

Dust: opera; 2000 (Lovely Music, 51006-2 x2) 
Robert Ashley: String Quartet Describing the Motions of Large Real Bodies; How Can 

Tell the Difference; i999 (Alga Marghen, Plana-A 10NMN.030) 
Your Money My Life Goodbye; 1999 (Lovely Music, 51005-2) 
Atalanta (Acts of God): opera; 1997/1985 (Lovely Music, 53301-2 x2) n 

in memoriam ... Kit Carson: opera, excerpt on " I en Years of Essentia Music , 1997 

(Monroe Street, 60101) 
Automatic Writing: Purposeful Lady Slow Afternoon; She Was A Visitor; 199 

(Lovely Music, 51002-2) 
Superior Seven; Tract; 1996 (New World Records, 80649-2) 
Love Is A Good Example: on "A Confederacy of Dances, Volume 2 ; 1995 

(Einstein Records, EIN 003) 
eL/Aficionado: opera; 1994 (Lovely Music, 51004-2) /nr\n:c« >81 
Outcome Inevitable: on "Outcome Inevitable," the Relachc Ensemble; 1994 (O.O. Discs, ) 
The Producer Speaks: on "Sign of the Times," Thomas Buckner, baritone; .994 

(Lovely Music, 53022-2) . 
VanCao's Meditation: on "With and Without Memory," Lois Svard, piano; I994 

(Lovely Music, 53051-2) n 

Factory Preset: on "A Chance Operation, John Cage Tribute , 1993 

(Koch International, 3-7238-2 Y6x2) 
Improvement: opera; 1992 (Elek t ra/Nonesuch, 79289-2) 
Perfect Lives: opera for television (1983); 199* (Lovely M,US,C' 549W'2 *3) 

Odalisque: on "Full Spectrum Voice," Thomas Buckncr, aritone, 1991 

(Lovely Music, 53021-2) . 
Yellow Man with Heart with Wings; t99° (Lovely Music, 
Private Parts (The Record): The Park; The Backyard; .99° .978 (Lovely Mus.c, , 

Music with Roots in the Aether: seven two-hour programs on videotape, .98/ 

Mult wlSdl Would DO It Again (Coo Coo): The Lessons; .98. 

(Lovely Music, 54908-1) 
The Bar: from "Perfect Lives"; 1981 (Lovely Music, H9°4-D Gps OI2.OI3) 
Interiors without Flash, on "Big Ego"; 1979 (Giorno Poetry > 
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Sonata: Christopher Columbus Crosses to the New World in the Nina, the Pinta and the 
Santa Maria Using Only Dead Reckoning and a Crude Astrolabe: on "Just for the Re­
cord," "Blue" Gene Tyranny, piano; 1979 (Lovely Music, 51062-1) 

In Sara, Mencken, Christ and Beethoven There Were Men and Women; 1974 
(Cramps, CRSCD 103) 

Purposeful Lady Slow Afternoon: on "Electronic Sound"; 1971 (Mainstream, MS-5010) 
She Was A Visitor: on Extended Voices," performed by the Brandeis Chamber Chorus; 

1967 (CBS Odyssey) 
The Wolfman; 1966 (Source 4, Composer-Performer Editions) 
Untitled Mixes; The Wolfman: on "Explosions," the Bob James Trio; 1965 (ESP, 1009-2) 
in memoriam ... Crazy Horse (Symphony): on "Music from the ONCE Festival"; 1964 

(Advance) 

David Behrman 

Wave Train, Music from 1959 to 1968: Canons; Ricercar; Wave Train; Players with Circuits; 
Sounds for a Film by Bob Watts; Runthrough; 1998 (Alga Marghen, B 5NMN.020 

On the Other Ocean; Figure in a Clearing; 1996/1978 (Lovely Music, 51041-2) 
Refractive Light: on "Musique Submergides"; 1994 (Nova Era, 2002) 
A Traveller s Dream Journal (EWR-LAX): on "Utopia Americana"; 1992 (New Tone, 6707) 
Navigation and Astronomy: on "Music from Japan," Kazue Sawai, koto; 1992 

(Classic Masters, 1027) 

Unforeseen Events: with Ben Neill; 1991 (Experimental Intermedia, XI 105) 
All Thumbs: with Petr Kotik and Ben Neill, on "Virtuosity with Purpose"; 1991 

(Ear-Rational, 1034) 

Leapday Night: Interspecies Smalltalk; A Traveler's Dream Journal; with Takehisa Kosugi, 
Ben Neill and Rhys Chatham; 1990 (Lovely Music, 51042-2) 

Philip Glass 
Piano Music; 1999 (Pianovox, PIA 520) 
Dracula; 1999 (Nonesuch, 79542) 
Aguas da Amazonia; 1999 (Point Music, 289 464 064) 
the CIVIL warS: a tree is best measured when it is down: Act V-The Rome Section; 1999 

(Nonesuch, 79487) 
Koyaanisqatsi; 1998 (Nonesuch, 79506) 
Circles; 1998 (Materiali Sonori, 90104) 

Symphony No. 2; Interlude from Orphee; Concerto for Saxophone Quartet and Orchestra; 
1998 (Nonesuch, 79496) 

Heroes Symphony; 1997 (Point Music, 454388) 
Kundun; 1997 (Nonesuch, 79460) 
Music in Twelve Parts; 1996 (Nonesuch, 79324) 
Joseph Conrad's The Secret Agent; 1996 (Nonesuch, 79442) 
String Quartets 2-5; 1995 (Nonesuch, 79356) 
La Belle et la Bete; 1995 (Nonesuch, 79347) 
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Two Pages; Music in Contrary Motion; Music in Fifths; Music in Similar Motion; 1994 

(Nonesuch, 79326) 
Music with Changing Parts; 1994 (Nonesuch, 79325) 
"Low" Symphony; 1993 (Point Music, 438150) 
Itaipu; the Canyon; 1993 (Sony, SK 463 5 2) 
Glass Organ Works; 1993 (Catalyst, 61825) 
Hydrogen Jukebox; 1993 (Nonesuch, 79286) 
AnimaMundi; 1993 (Nonesuch, 79329) 
Einstein on the Beach; 1993 (Nonesuch, 79323) 
1000 Airplanes on the Roof, 1989 (Virgin, CDVE 39) 
Solo Piano; 1989 (CBS, M K 4 5 5 76) 
The Thin Blue Line; 1989 (Nonesuch, 79209) 
Music in Twelve Parts; 1988 (Virgin, CDVEBX 32) 
Dance Nos. 1-5; 1988 (CBS, M2K 44765) 
Powaqqatsi; 1988 (Nonesuch, 79192) 
DancePieces; 1987 (CBS, MK 39539) 
Akhnaten; 1987 (CBS, M2K 42457) 
Songs from Liquid Days; 1986 (CBS, MK 39564) 
Mishima; 1985 (Nonesuch, 79113) 
Satyagraha; 1985 (CBS, M3K 39672) 
The Photographer; 1983 (CBS, MK 73684) 
GlassWorks; 1982 (CBS, MK 73640) 
North Star; 1977 (Virgin, 91013) 

Alvin Lucier 

'erne: Music for Piano with Magnetic Strings; Theme; Music for Gamelan Instruments, 
Microphones, Amplifiers and Loudspeakers; 1999 (Lovely Music, 5 5011 2 

inorama: Wind Shadows; Music for Piano with One or More Snare Drums; Music for 
Piano with Amplified Sonorous Vessels; 1997 (Lovely Music, 51012-2) 

agments for Strings: Arditti String Quartet; 1996 (Disques Montaigne) 

locker; 1994 (Lovely Music, 51019-2) 
usic on a Long Thin Wire, 1992/1980 (Lovely Music, 51011-2) \ 
'If Portrait: on Upper Air Observation," Barbara Held, flute; 1992 (Lovely Music, 5 3031 2) 
o.hing is Real: on "Hyper Beatles a," Aki Takahashi, piano; (Eastworld) 
rossings: In Memoriam Jon Higgins; Septet for Three W.nds, Four Stnngs and Pure Wave 

Oscillator; Crossings; 1990 (Lovely Music, 51018-2) 

(Lovely Music, 510x7-1) rHvnprholas <-8- 1985 (Lovely Music, 51016-1) 
:ill and Moving Lines of Silence in hamihes of yp ' ' ovelv Music 51015-1) 
till and Moving Lines of Silence in Families of Hyperbolas, .-4i .983 (Lovely Mus.c, 5 

lusic for Solo Performer; 1982 (Lovely Music, 51014 1) 
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Bird and Person Dyning; the Duke of York; 1975 (Cramps) 
Vespers: on "Electronic Sound"; 1971 (Mainstream, MS-5010) 
North American Time Capsule: on "Music of Our Time"; 1967 (CBS Odyssey) 
"I am sitting in a room"; 1966 (Source Record) 

Gordon Mumma 

Studio Retrospect: Retrospect; Music from the Venezia Space Theatre; The Dresden Interleaf 
13 February 1945; Echo-D; Pontpoint; Epifont; 2000 (Lovely Music, 51093-2) 

Pontpoint; Mesa; Fwyyn; 1987 (Lovely Music, 51092-1) 
The Dresden Interleaf 13 February 1945; Megaton for Wm. Burroughs; Music from the Ve­

nezia Space Theatre; 1979 (Lovely Music, 51091-1) 
Retrospect; Schoolwork; 11 Note Pieces and Decimal Passacaglia; Echo-D; Epifont; Horn; 

and Schoolwork; (Slowscan, Vol.9 Compact-cassette) 
Faisandage et Galimafree; (Opus One, 129) 

Echosynodiae; Truro Synodicle; Tao Particle No 4001; (Deep Listening Catalog) 
11 Note Pieces and Decimal Passacaglia with Octal Waltz: Linda Burman-Hall, harpsichord; 

(Musical Heritage Society, 513988A) 
Hornpipe: on "Electronic Sound"; 1971 (Mainstream, MS-5010) 
Cybersonic Cantilevers; (Folkways, FTS-33904) 

Pauline Oliveros 

Six for New Time for Sonic Youth: on Sonic Youth's "Goodbye 20th Century"; 1999 (SYR 4 
Live at the Ijsbreker: with David Gamper; 1999 (JdK.003) 

Pauline Oliveros in the Arms of Reynols; a remix of live concerts of Oliveros and the Deep 
istening Band with Reynols' White Tapes; limited, numbered and spraypainted edition 

of 100; 1999 (whi2t) 

Humayun's Tomb: on "Riverrun"; 1999 (Wergo 6307-2) 
Non-Stop Flight: the Deep Listening Band; 1998 (Music & Arts, 1030) 

°em °. hange: on "Lesbian American Composers"; 1998 (CRI 780) 

I  T Z j  ° e u t s c h  m d  P e e r  B o d e ;  1 9 9 8  ( D e e p  L i s t e n i n g  P u b l i c a t i o n s ,  P O - C D - 8 ;  
In the Shadow of the Phoenix: on Driftworks; 1997 (Big Cat, 4 CD set) 

Teriplum o'J)'"16 ^ ̂  "SuSpended Music" wi<h Deep Listening Band; .99/ 

Alien Bog; Beautiful Soop (,967): ,997 (pogus ProductionSj 2IOIl) 

(CRI °n "New Music for EIectronic and Wded Media" W/I977 

BDo4)C 1 ^V: Mother Is Watching You; Bye Bye Butterfly 

GhZ"Zen?sU'ine °liverOS'JuIie Ly°n Ro«, voice; David Gamper, Djembe/Expanded 
T n '  t l T n  7  e m :  " 9 5  ( D e C P  L i s t e n i " S  P u b l i c a t i o n s ,  P O - C D  7 )  
Tosca Salad: Deep Listening Band with guests; 1995 

(Deep Listening Publications, DLB-CD-5) 

Sanctuary: Deep Listening Band with guests; .995 (Mode, 30046-2) 
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Pauline Oliveros and American Voices: St. George and the Dragon; In Memoriam, 
Mr. Whitney; with American Voices, Neely Bruce, conductor; 1994 (Mode, 30040-2) 

The Ready Made Boomerang; 1991 (New Albion, NA 044) 

Troglodyte's Delight: Deep Listening Band and guests; 1998/1990 

(O.O. Discs, jWhat Next? WN 0003) 

Crone Music; 1990 (Lovely Music, 51903-2) 

Deep Listening; 1989 (New Albion, NA022) 

Tara's Room; 1988 (Deep Listening Publications, cassette) 
The Roots of the Moment; 1988 (hat ART 6009) 

Sounding Way: with Guy Klucevsek; 1986 (Pauline Oliveros Publications, cassette) 

The Wanderer; 1984 (Lovely Music, 51902-1) Out of print. 
Accordion and Voice; 1992 (Lovely Music, 51901-1) Out of print. 

Roger Reynolds 

Watershed IV; Eclipse; The Red Act Arias; 1999 (Mode, 30070-9, DVD) 
The Paris Pieces: Archipelago; Autumn Island; Fantasy for Pianist; Odyssey; Summer 

Island; 1995 (Neuma Records, 450-91) 

Versions/Stages I-V: on "Electroacoustic Music"; 1993 (New World Records, 80431 2) 

Not Only Night: on "SONOR Ensemble of the University of California"; 1993 (CR1> 652) 

The Behavior of Mirrors: on "New Music with Guitar, Volume 5 ,  1993 

(Bridge Records, 9042) 

Voicespace: The Palace (IV); Eclipse (III); Still (1); i992 (Lovely Music, 51801-2) 

Personae; The Vanity of Words; Variation; 1992 (Neuma Records, 450-78) 

Transfigured Wind IV: on "Electro-Acoustic Music: Classics ; 199° 

(Neuma Records, 450-74) 

Four Etudes: on "Flute Force: Music for Flute Quartet"; 199° (CRI> S80 
Archipelago: on "Music Composed at IRCAM: The Eighties , 1990 (MPO/I rancc 0002 

Whispers Out of Time; Transfigured Wind II; 1990 (New World Records, 80401-2) 

The Vanity of Words on "Computer Music Currents 4"; i989 (Wergo, 2024-50) 

Coconino ... a shattered landscape: on "Arditti: Arditti String Quartet ,199 

Auim™sTaTon»Ne°uma New Music Series, Volume a"; .988 (Neuma Records, «o-7a) 

Distant Images: Aether; Less Than Two; 1987  (Lovely Music, 51803-1) 
The Emperor of Ice Cream: on "America Sings: The Non-Traditionalists ; .980 

(Turnabout TV34759, The Moss Music Group, Inc.) ,Y/ chune 
• • • from behind the unreasoning mask: on "Works by Paul Ch.hara, Chou Wen-Chung, 

Earl Kim, Roger Reynolds"; .977 (New World Records, 80237-1) 
Ambages: on "Twentieth-Century Flute Music"; 1975 (Nonesuch, HB-73°* ) 

Ambages: on "Orchestral Space"; (Japan Victor, SJV-i 513) 
Blind Men: on "The Gregg Smith Sound"; (CRI, SD241) 

Fantasy for Pianist: on "New Music for Piano(s)"; (Mainstream, MS-5000) 

Roger Reynolds: Electrical/Instrumental Music; (CRI, SD28S) Volume 1"; 
Quick Are the Mouths of the Earth: on "Spectrum: New American Mus.c, Volum 

(Nonesuch, 71219) 
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Terry Riley 

1 he Book of Abbeyozzud: David Tanenbaum, guitar; with Gyan Riley, guitar; 
Tracy Silverman, violin; William Winant, percussion; 1999 (New Albion, NA106) 

Lisbon Concert: Terry Riley, piano; 1996 (New Albion, NA087) 
In C. 25th Anniversary Concert; 1 erry Riley, Rova Saxophone Quartet, Henry Kaiser, 

Jaron Lanier, among others; 1995 (New Albion, NA071) 
Chanting the Light of Foresight: Rova Saxophone Quartet; 1994 (New Albion, NA064) 
Cactus Rosary: on "New World," performed by ArrayMusic; 1993 

(Artifact Music, ART006) 

The Padova Concert: music from The Harp of New Albion and Salome Dances for Peace; 
Terry Riley, piano; 1992 (Amiata Records, ARNR 0292) 

June Buddhas. from Mexico City Blues; Brooklyn Philharmonic Orchestra, Dennis Russell 
Davies, conductor; 1991  (MusicMasters, 01612-67089-2) 

In C; Music of a Thousand Springs; Zen (Ch'an) of Water; Terry Riley and Shanghai Film 
Orchestra, playing on traditional Chinese instruments; 1989 
(Celestial Harmonies, 13026-2) 

Salome Dances for Peace: Kronos Quartet; 1989 (Elektra/Nonesuch, 79217-2) 
The Harp of New Albion: Terry Riley, piano; 1986 (Celestial Harmonies, 13018-2 x 2) 
Cadenza on the Night Plain: Kronos Quartet; 1985 (Gramavision, R22Z 79444 2) 
The Ethereal Time Shadow; 1985 (Music from Mills, MC001) 
No Man's Land; 1985 (Plainisphare, PL1267) 

The Ten Voices of the Two Prophets: Terry Riley, vocals and synthesizers; .983 
(Kuckuck, 12047-2) 

Descending Moonshine Dervishes; Songs for The Voices of Two Prophets; Terry Riley, 
electric organ; 1983 (Kuckuck, 12047-2 x z )  

Shn Camel: Terry Riley, electric organ; 1978 (CBS, MK35164) 
Le Secret de la Vie; 1974 (Philips) 
Happy Ending; 1972 (Warner Bros., 46125) 
The Persian Surgery Dervishes; 1972 (Shandar, 83501) 
The Church of Anthrax: Terry Riley with John Cale; 1970 (CBS) 

Rainbow in Curved Air; Poppy Nogood and the Phantom Band: Terry Riley, electric 
organ and electric harpsichord; 1969 (CBS, MK07315) 

In p'' TfCrry R,ley and mernbers of the Buffalo NY State University Center of the Creative 
Performing Arts; 1968 (CBS, MK07178) 
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Index of Names 

Adams, John 1 2 1  

Aeo l i an  P l aye r s  1 3 7  

Ahrens ,  Marga re t  135 ,  2 2 6  

Ai l e y ,  A lv in  2 2 7  

A l l e nde ,  Sa lvado r  1 2 0  

Amacher, Maryanne 13 

Ande r son ,  Lau r i e  2 2 8  

Ash ley ,  M ar y  12 ,  2 9 ,  1 1 3 ,  2 2 0  

Ashley, Robert 7 ,  8 4 , 8 9 ,  1 0 9 ,  113-114, Il8>  1 6 0 - 1 6 2 ,  1 6 4 , 2 1 3 - 2 2 0 ,  2 2 3 - 2 2 9  

Automa t i c  Wr i t i n g  2 7 ,  2 1 4  

Comple t e  Wi th  Hea t  2 1 3  

Fa the r s  and  Sons  Exposed  i n  L i t t l e  L igh t  2 7  

I l l u s ion  Mode l  I  2 1 9 - 2 2 0  

I l l u s ion  Mode l  I I  2 2 0  

I l l u s ion  Mode l  IV  2 2 0  

Illusion Models I-IV 215-216 

in  memor i am . . .  Es t eban  Gom ez  1 6 4  

In Sara, Mencken, Christ and Beethoven There Were Men and Women 214,2i« 

Perfect Lives 214 

Piano Sonata 161 
Public Opinion Descends Upon the Demonstrators 131, 1 6 1 , 2 1 4  

Purpose fu l  Lady  S l ow  Af t e rnoon  2 1 4  

String Quartet Describing the Motions of Large Real Bodies 2 1 4 ,  2 1 6  

Tha t  Morn ing  Th ing  1 6 2 ,  1 6 4 ,  2 1 3  

The  En t r ance  2 1 9  

The Wolf man 131 
Ash ley ,  Sam 7  

Aus t in ,  La r ry  13 ,  1 7 3  

Bach, Johann Sebastian 7 2 ,  9 1 ,  1 2 8 ,  1 9 0 ,  2 1 5 

Ba r tok ,  Be l a  1 9 0 ,  2 1 5  

Basie Band, Count 56 

Bea t l e s ,  The  2 7  

Beckett, Samuel 1 7 6 - 1 7 8 ,  1 8 4  

Beethoven, Ludwig van 4 5 ,  8 4 ,  1 0 7 ,  12 2 ,  137» 1 ^3 
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Behrman, David 7 9, 23, 27-51, 45, 48-50, 56, 84, 100, 120, 223-224 
A New Team Takes Over 40 
Canadian/American Sky 30, 47 
Cello with Melody-driven Electronics 44 
Cloud Music 40, 47 
Counterirritant 39-40 
For Nearly an Hour 38 

Home-made Synthesizer Music with Sliding Pitches 42-43 
Music foi Instruments, Microcomputer, and Home-made Electronics 49 
Music with Melody-driven Electronics 32, 44, 49 
Net for Catching Big Sounds 44 
Pools of Phase-locked Loops 40, 42 
Questions from The Floor 40 
Runthrough 37-38, 43 
Sinescreen 38 

Voice with Trumpet and Melody-driven Electronics 44 
Berberian, Cathy 167 
Berg, Alban 67 
Bergsma, William 71 
Berio, Luciano 

Circles 167 
Berlioz, Hector 89 
Bertoni, Nick 12 
Biel, Michael von 166 
Black, Robert 226 
Bley, Carla 228 
Bloomfield, Arthur 137 
Boleyn, Anne 47 
Borkin, Harold 102, 113 
Boucourechliev, Andre 

Texte II 114 
Boulanger, Nadia 66, 72 
Boulez, Pierre 64, 67, 175 

Le marteau sans maitre 175 
Brahms, Johannes 67, 82 
Braxton, Anthony 13 
Brooks, William 100 
Brown, Earle 64 
Brown, Trisha 228 
Buckley, Tim 228 
Byrd, Donald 227 
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Cage,John 14, 16,67,75, 102, no, 118, 156, 158, 160, 166-168, 172, 175-176, 213, 

215, 224,228 
Campbell, Glen 207 
Cardew, Cornelius 31, 156-158 

Stockhausen Serves Imperialism 156 
Carle, Frankie 10 
Chadabe,Joel 13 
Chaplin, Charlie 207 
Chatham, Rhys 76 
Childs, Barney 114 
Chopin, Frederic 163 
Cirque Dance Company 122, 124 
Cohen, Caroline 113 
Cohen, Milton 113 
Cole, Nat 10 
Coleridge, Samuel Taylor 184 
Coltrane, John 214 
Copland, Aaron 72 
Corner, Phil 76 
Cotter, David 122 
Cowell, Henry 13,68,215 
Cunningham Dance Company, Merce no, 114, 116, 118,226 

Cunningham, Merce 38, 42 
Place 114-115 
TV Rerun 116 

Davis, Miles 69 
Debussy, Claude 15, 42 

DeLio, Thomas 21 
Dellums, Ron 218 
DeMarinis, Paul 7, 33' 35> IO°' io5> 2l8' 226 

Parrot Pleaser 33 
Pygmy Gamelans 33 

Dempster ,  S tuar t  1 3 7  

Denver Symphony 84 
Descartes, Rene 206 

Dewan,  Edmund 9 4  

Diamond, Robert 30, 47 
Dixon, Bill 228 
Duckworth, William 21, a2^ 
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Earhart, Amelia 122 
Ellington Band, Duke 56 
Erickson, Robert 135 
Evangelisti, Franco 163 

Farber, Viola 79 
Farley, William 7, 12 
Feldman, Morton 40, 64 
Fenley, Molissa 227 
Ferrari, Luc 153 
Fitzgerald, Kit 227 
Frankenstein, Alfred 137 
Fromm, Paul 154 
Fukushima, Kazuo 167 

Gaburo, Kenneth 226 
Gagne, Cole 228 
Galilei, Galileo 36 
Gandhi, Mahatma 36 
Gann, Kyle 21, 228 
Gerhard, Roberto 171-172 
Gibson, Jon 56, 59-60, 74 
Gilder, Rusty 59 
Glass Ensemble, Philip 18, 56, 74-75 
Glass, Philip 14, 21-22, 33, 55-76, 74-76, 224 

Another Look at Harmony 66-67, 72-73 
Einstein on the Beach 56, 59-61, 63-64, 66, 73-74 
Music in Fifths 72 

Music in Twelve Parts 57, 60-61, 63, 66, 72-73, 75 
Music with Changing Parts 59, 66, 74 
North Star 74 

Glick, Jakob 137 
Gordon, Peter 7, 71, 226-228 
Grafe, Marc 7 
Graham, Bill 208 
Gregg Smith Singers 164 
Gronemeyer, Gisela 6 

Harberd Orchestra, Johnny 9 
Harberd,*Johnny 9 
Harris, Elizabeth 137 
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Harrison, Lou 68 

Hazen, Craig 199, 227 

Helen of Troy 45 

Hilliard Ensemble 228 

Huizinga, Johan 164-165 

Hume, David 219 

Ichiyanagi, Toshi 167 

Ives, Charles 67, 165, 167 

The Unanswered Question 180 

Three Places in New England 14 

James Trio, Bob 160 

James, William 97 
Jarrett, Keith 69 
Jennings, Terry 191 

Johnson, Bengt Emil 153 

Johnson, Dennis 191 

Johnson, Dickie 9 

Johnson, Mimi 7, 27, 218 

Johnson, Tom 223 

Johnson, Wayne 138 

Jones, Bill T. 227 

Judd, Don 58 

Jung, Carl Gustav 205 

Koepke, Paul 135 
Korn, Peter Jona 226 
Kroesen,Jill 88-89, 227 
Kurosawa, Akira 177 

La Barbara, Joan 13,61 

Landry, Dickie 56, 58-60, 74 

Larson, Philip 170, 184 

Lewis, Meade 10 

Liddell, Cynthia 214 

Lilly, John 179 

Locke, John 219 
Lomax, Alan 213 
Love of Life Orchestra 226-227 

Lucier, Alvin 15, 21-23, 79-94> 224 
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Bird and Person Dyning 90, 94 
Chambers 92-94 
Gentle Fire 89, 92-93 
Hartford Memory Space 92—93 
"I am sitting in a room" 89, 92-94 
Music for Solo Performer 90, 92-93 
Music on a Long Thin Wire 90 
Outlines of Persons and Things 80-81, 90 
Quasimodo the Great Lover 90—92 

Still and Moving Lines of Silence in Families of Hyperbolas 85, 90,92-93 
The Duke of York 92, 94 
The Queen of the South 90, 94 

The Reorchestration of the Opera "Benvenuto Cellini" 89 
Tyndall Orchestrations 90, 92 
Vespers 85, 91-93 

Lucier, Mary 92 

MacCauley, Jann 122, 124 
Makanna, Philip 7, 223, 225 
Manupelli, George 114, 213 
Maro, Seikiji 177 
Martirano, Salvatore 13, 164 

Ballad 164 
L. s G.A. 164 

Maxwell, James Clerk 46 
Mayuzumi, Toshiro 167 
McLuhan, Marshall 155 
Melville, Herman 154-!55 
Merry Pranksters 27 
Milhaud, Darius 64, 190 
Mingus, Charles 69 
Mitchell, Roscoe 13 
Monroe, Marilyn 122 
Moondog 67 
Moraldo, William 12 
Morton, Kathy 40, 120 
Mozart, Wolfgang Amadeus 18 
Mumma, Gordon 23,4, n7_I?/l  „ 

A  L -  " 7  I24> 160—162, 164, 22a 
Amb,vexio8,iIOjIi7_Il8>I20 4 '"4 

Beam no, 116 
Cirqualz 122 
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Conspiracy 8 no, 119-120 
Decimal Passacaglia 121, 123 
"... del premier libro de los desaparecidos ..." 124 

Earheart 122 
Echo-BDC 122 
Eleven Note Pieces 121, 123 
Hornpipe 100, 105, 108-112, 120-121 
Medium Size Mograph no, 115-116 
Megaton for Wm. Burroughs 109-110, 112-113 

Mesa 109-110, 114—115, 123 
Mographs 115-116 
Music for the Venezia Space Theatre no, 113-114 

Passenger Pigeon 121 
Pepsi Pavilion 118-119 
Pontpoint 123 
School work no, 120 
Simulcast 100 
Sinphonia 161 
Some Voltage Drop 120 
Telepos 110, 116-117 
The Dresden Interleaf 13 February 1945 no, 113 

Wooden Pajamas 120-121 
Zero Crossing 121 

Munkacsi, Kurt 55, 63, 69-70, 74 
Murphy, Art 74 

New York Philharmonic 9, 11,45 
Nono, Luigi 114 

Oehlschlagel, Reinhard 6 
Oliveros, Pauline 19, 21, 23, 29, 76, 85 127-149* 224 

Aeolian Partitions 137 

Crow 141 
Crow II 141-142, 144 
Double Basses at Twenty Paces 137 
Gravity is the Fourth Dimension 148 

Greeting Meditation 129, 133 

I of IV 137 
Nightjar 137, 144 
Pieces of Eight 137 
Rose Mountain Slow Runner 127, 129, 132 133 
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Sonic Meditations 29, 129, 140-142 
Sound Patterns 135—136, 144 
The Wheel of Fortune 137 
Theater Piece for Trombone Player 137, 144 
Unnatural Acts Between Consenting Adults 132 
Variations for Sextet 135 

ONCE Group no, 160, 169 
Oswald, Lee Harvey 23 
Owens, Larry 118 

Palestine, Charlemagne 76 
Pandor, Hank 122 
Paris, Daniela 163 
Partch, Harry 10, 45, 67 
Payne, Maggi 7, 109, 227 
Pearsall, Jerry 7 
Peck, Richard 58-59 
Persichetti, Vincent 64, 71 
Peters, C. F. 165 
Petronio, Stephen 227 
Phil Harmonic 218 
PoP> fggy 2^8 
Porter, George 213 
Prado, Robert 57-59 

Pran Nath, Pandit (Guruji) 190, 193-196, 200-202, 206 

Prentice, E. Parmalee 38 

Pythagoras 48 

[Q] ensemble 140-143, i46 

Rakha, Alia 72 
Rands, Bernard 167 
Reich, Steve 13, 64, 74 
Reynolds, Karen 167 
Reynolds, Roger 6-7> I2-I3, I}>11> IS3_i86j226 

A Merciful Coincidence 184 
Again 169 

Blind Men 154, l$6, 172-173 
Fantasy for Pianist 163 

. . .  f r o m  b e h i n d  t h e  u n r e a s o n i n g  m a s k  1 7 9 ,  1 8 1 ,  1 8 4  
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Mind Models 1 5 9 ,  1 7 9 - 1 8 0  

Ping 168-169, I7^_I77 

Quick Are the Mouths of the Earth 1 6 7 ,  1 7 1 ,  1 7 3 ,  1 8 0 ,  1 8 4  

St i l l  1 7 0 ,  1 7 5 ,  1 8 4  

The Emperor of Ice Cream 1 5 4 ,  1 6 0 ,  1 6 2 - 1 6 4 ,  1 6 6 - 1 6 7 ,  1 7 0  

Thr e s ho l d  1 6 7 ,  1 7 1 ,  1 7 6  

Voice space  1 8 4  

Ribbens ,  Wi l l i am  1 1 4  

Riesm a n ,  Michae l  55 - 5 7 ,  6 0  

Riley, Terry 2 3 ,  6 4 ,  1 0 0 ,  131- 1 3 3 ,  1 8 9 - 2 0 9 , 2 2 4 ,  2 2 6 - 2 2 7  

I n  C  2 0 1  

Persian Surgery Dervishes 2 0 0 - 2 0 1  

Poppy  Nogood  and  t he  Phan tom B and  2 0 1  

Ra inbow in  Cu rve d  A i r  1 9 7 ,  2 0 0 - 2 0 1  

Robb ins ,  Tom 1 2 2  

Rob inso n ,  Pau l  7 ,  1 7 9 ,  2 2 8  

Rockwell, John 21 

Roede re r ,  J u an  G .  2 2 0  

Rol l i ng  S tones ,  The  6 9  

Rosenboom, David 13 

Rugg le s ,  C a r l  6 7  

Rzewsk i ,  F r ede r i c  13 ,  3 0 ,  3 8  

Sandburg, Carl 2 0 6  

Schenker, Heinrich 7 6 ,  1 7 4  

Schoenberg, Arnold 4 5 ,  6 7 ,  8 2 - 8 3 ,  1 9 0  

Schuller, Gunther 1 6 3 ,  2 2 6  

Schumann, Robert 1 6 3  

Schwarz, Gerard 2 2 6  

Sender, Ramon 1 3 6  

Serra, Richard 58, 7 5  

Shaffer, Sherill 2 2 6  

Shankar, Ravi 7 2  

Shanley, John Patrick 2 2 7  

Sheff, Robert, alias "Blue" Gene Tyranny 7 ,  2 3 ,  2 9 ,  2 2 8  

Silver, Long John 1 3 7  

Smith, John 5 9  

Smith, William O. 1 3 7  

Smolier, Stephen 119 

Sonic Arts Union 4 2 ,  1 0 4 ,  1 0 7 ,  no, 1 2 0  

Sonnier, Keith 58 

Index of Names 



Spielberg, Stephen 22 
Stephan, Viola 227 
Stevens, Wallace 154 
Stewart, Ellen 59 
Stockhausen, Karlheinz 75, 156 
Strauss, Richard 122 
Subotnick, Morton 136 

Takahashi, Yuji 163 
Takemitsu, Toru 167 
Tallis, Thomas 215 
Tange, Kenzo 116 
Thomson, Virgil 15, 68 
Tilbury, John 137-158 
Tudor, David 13, 100, 102, no, 114, 118-119, 169 
Turetzky, Bertram 137 
Turnbull, Collin 36 

van Gogh, Vincent 122 
Varese, Edgard 166, 168 

Wagner, Richard 158 
Warhol, Andy 75 
Watts, Robert 30, 47 
Webern, Anton 30, 46, 57, 67, 82, 190, 215 
Wehrer, Joseph 113 
West, Peter 122 
Who, The 70 
Wilson, Peter Niklas 7 
Wilson, Robert 56, 64-66 
Wolff, Christian 13 
Wuorinen, Charles 171 

Yates, Peter 177 

Young, La Monte 12, 64, 76, 190-191, 200-201 
Two Sounds 31 

Zahuranac, Tom 29 
Zane, Arnie 227 
Zawerucha, Stefan 228 
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