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Creative Exercises 

Les Preludes 

We will use creative exercises as prior conditions to im
provis~tion - much in the manner of a 15 minute "tune up/warm 
up." Creative Exercises are a means of clearing your system, 
your head; of creating a state of "involuntary" receptivity; of 
seeking the natural sonic order - the human material condition. 
Ii is a means of synching that which is behavioral and outwardly 
affecting physical actions and that which is inward and feeding 
on intuiti6n, deep awareness and perception. The objective is 
not just to trust your intuition, your organic imprint, your own 
deep awareness of proper event but to locate it and let it emerge 
in a gentle perceptive way. All relationships in improvisation 
should be natural, both material and human, and this is one way 
to "set the stage". 

Note: Creative Exercises are different than games - they are not 
competitive - there is no idea of playing or making - they are but 
a means of setting attitudes and timings, of slowing down motor 
responses, to perceive actions in time. You have to defer automated 
action to perceived action, technique and culture to intuition. 

Factors 
a) 
b) 
c) 

in Creative Exercise "warm ups": 
darkened · eriviroriment (red lights or ·closed eyes) 
awareness of breathing and relaxation 
common "sustained" gestural and/or vocal actions on a pitch 
or pitches (8ve p4, 5th) 

d) 
e) 

time of exercise 5 to 10 minutes 
taped environment for pitches and drone time. 

Note: If this gets to be "too much" for a person to handle ·[r:ation
ality is too challenged] - then point up long tradition of this be
havior in other cultures, of expanded awareness, and the need to 
put your ego aside [a necessity in group improvisation]. 

Creative Exercises as human resources: 

OR 

a) 
b) 
c) 

d) 

e) 

body movement or non movement - in silence 
body movement or non movement - with radiating sounds (vocal) 
body movement - with radiating sounds and _pitches (pitch 
resonating tubes, etc.) 
body movement and pitch sounds as a drone type environment 
for improvising (if it is definitive or cycled properly or 
done or not done by lab) 
do c) as a prelude to peer improvisation using that partic
ular gesture as the improvisation impulse. 

Creative Exercises as material resources: 
a) research "sounds" in lab for amalgam potentials, sonic

articulative content, etc. 
b) practice articulating those materials in ''the natural'' manner 
c) modify materials through dampening and seeking other reson

ances, etc. 
d) create an environmental source tape using only natural sounds 

of some instrument or instrument class. 



FREE IMPROVISATION 

Free improvisations are improvisations divorced from specific 
melodic, . harmonic, structural, or rhythmic content. This is not 
to say there are ~o limitations. If some limit, some direction 
is not present then there is a tendency to do too much, to become 
therap.eutic and motorized, to overload the texture and the senses. 
When you improvise in a group there has to be some common vision, 
some cbmmon sound-function dominating the action - some unified 
p6ssibility has to be present. A finite operating world is neces
sary to give us something to work within, to create for and against
ness tensions and relationships. These limitations are behavioral 
covenants; restricting the number of instruments, participants, 
sound resources or actions, or just the generally permissable level 
of sound-movement input. The second limitation is the impulse-
each improvisation is defined by a single impulse based on some 
element of music; viz articulation, density, timbre, etc. That 
improvisation is defined ~y that· impulse by that particular explora
tion!!! So: 

A. No more than 3 or 4 people to an improvisation (divide 
class!) 

B. One instrument or instrument group: 
1. gongs 
2. water heater resonators 
3. cymbals 
4. piano 
5. golf tubes 
6. strings (koto, triochord, strung gou.rds, bows & no bows) 
7. metal .discs 
8. voices and resonators 
9. voices mixed with any instrument or action 

Suggestion: 
on natural 
and energy 

Do not use drums or bass marimba. Rely heavily 
resonation periods, timbral mixes dampening, 
reinforcements. 

C. Restrict action to one behavioral covenant (see following 
free improvisation suggestions). 

D. Each lab should have a summarizing effort (if you want 
people to listen, you have to adopt that procedure - also 
your confidence in the actions making their own revelations.) 



FREE IMPROVISATION 

IMPROVISATION ONE: ARTICULATION 

Improvise a piece .using different types of articulat·ion as the prime compositional 
element: viz~ tapping, touching, tracing, hissing, blowing, breathing, plucking, 
snapping, scrapping, bowing, exploding, fluttering, etc. You are free to use whatever 
pitch levels, instrumen ts, densities, and decay times you choose. You are free to use 
instruments available to you in performance lab or to invent instruments or sounds of 
your own. No more t ha n six performers should be involved in this composition. 

IMP 
ALTERNATE IMPROVISJ\T10N ONE: SOUND QUALITIES 

Improvise a piece using varied sound qualities; viz, round sounds -- narrow sounds -
jagged -- staccato, glissando-- legato, constan t -·· inconstant, falling- - rising, 
flowing -- leaping, in short, any type of sound ·in transition (static sounds may be used 
sparingly as points of contrast)J 

H~PROVISATION T~,JO: EXEf<CISES IN CONTRAST 

Imp rovise a piece using different degrees of contrast. The contrast may be sudden, 
graduated , or any combinat ion of the two. Try to create tension and structure in your 
piece. Possibl e materials of contrast: loud-soft5 dense-thin, high-low, blunt-sharp, 
sustained·· short~ dark-bright, simple-complex, fast-slow, flowing sound-interrupted 
sound, rough sound-smooth sound, etc. 

AL TERNl\TE ~~~:)ROVISATION ( l): SOFTNESS 

Improvise a piece using various degrees of barely audible sounds: short, long, frequent, 
r~te, lo ud, soft, structured, chance. 

ALTERNATE If:lPROVISATION ( 2): SOUND CHARACTER PIECE 

Impro vise a piece using different characters of soun ds : elegaic so unds , wild sounds, 
h~rd sounds, so~t sounds , heroic or contempl ative sounds, serene sounds, etc. 

H"PROVISATION THHEE: PITCH COMPL EX 

Improvise a piece us·ing a devised 11 pitch system. 11 You are to cr-eate a system according 
to you r needs by preparing the improvisation instruments. You are to select only those 
pitches, pitch relationships, and ranges peculiar to your piece (pitches outside the 
s.ustem should not be used a.t all or only in an ~uxiliary c~p aci ty). The pri mary i rnp~l lse 
SriOi..liCir-m· in t' e .-l.. , l Th. . f . 

e11a 11 n p1~..cn comp ex. 1s 1s a pey'-ormance p·1ece using no mo re than six 
perfo rirters; the ir.1provi sation should accurately reflect the "pitch system~ ~~ and the needs 9! the perfo r~2r ~s t?.r~action t~mes, texture, etc. (conventional notation may be used 
1 r you p o s s e s s t h 1 s an 1 1 1 t y an d \All s h to us e i t ) . 

IMPROVISATION FOUR: TIME 

Imp~ovise a.piece using different rhy thmic gestures and speed environments; viz, contintJous 
gesLure~ us1ng patterned sounds , beats , or sounds moving across beats (beats may be 
~yr:.metr1ca~ or_non-~y~. .~netl''ic al; heard, f~lt, ot just U!iderstood); cliscon-'cinuous gestures 
1ncorporat1ng 1rrat1onal thrusts, sustained sounds or soun ds in condition of flux. 



'IMPROVISATION FOUR (cont .) 

The improvisation may be in more than one movement juxtaposing different speeds and 
degrees of energy flux or· rhythmic thr-ust. You are free to choose whatever texture, 
t ·j mbre, or pitch system yo u choose. It is des i ro.b 1 e that you take care in the type of 
~rticulation you assign the performers. · 

ALTER~!ATE Ir~PROVISATION: EXPLORATIONS IN EN ERGY FLUX 

Improvise a piece based on changes in thrust and energy flux; viz, accelerando
ritardando, crescendo-decrescendo, extreme reg ister-norma l register, varied articulations
static articulations, large number of notes-sustained notes, high expectancy-low 
expectancy,-- in brief, an improvisation more § .a :(~era lized and free as to gesture and 
change than improvis~tion four. 

IMPROVISATION FIVE: TIMBRE 

Improvise a piece whose main thrust is timbre. The type of timbre may be controlled 
either by l)the instrumen t of s0und (explore a single timbre source for its various 
sound shapes, articulations, variances, overtones, etc.) --use only those sounds for 
the piece; 2) the sounds are controlled by the uniform nature of the sound -- wood, 
metal, skins, air, etc. --discover the relations latent in a s ~E ies of similar sound 
objects. 

ALTERNATE IMPROVISATION: CO~iPOSITION USING SOU ND EVENTS AND ASSOCIATIONS 

Improvise a piece using sounds associated with living; viz, work, study, play, emotions, 
walking, running, etc. Put them in some sequence of sound and/or emotional ~esign 
context. 



'. "FIVE AND t10f~E CAN PLAY 11 

Perception Exer-cise One 

Using the normal breathing cycle as the time--energy module d'o the follov.Jing: 
breathe slowly as if in hibernation. After you have comfortably estab9ished 
your breatfring module, ·a lm,, level time-energy impulse, then you may: (1) sound 
the time-energy module with a low level hum, (2) use a short high-energy sound 
which quickly consumes an equivalent amount of energy, the remaining time-module 
must be silent (3) ~lake a moderate sound over a segment of the time module using 
an equivalen amount of energy, (4) at any time, the time cycle may be silence. 

The structure of the exercize should be the following: begin in silence, animate 
the energy-time module, as animation takes place you may feel some change in your 
time-energy module due to excitement, energy ·displacement, or empathy due to group 
actions. When this happens, you are free to adjust to the new cycle, however, you 
must end the piece as you began, by slowing the system and gradually returning to 
silent breathing. 

Perception Exercise Two 

The time-energy module here is an arm(s) or leg gesture slowly inscribing a body
bound arc. The gesture is to be slow low-energy level and silent. Gesture until 
you establish your time-energy module. After this is established create a vocal 

counterpart which i~ either: (1) a continuous low level sound, (2) a low level 
·. regular interrupted sound, (3) any combination of one and two, (4) a rapid gesture 
·,and high energy sound vtithin the same time energy module, (5) any gesture may 
inscribe an arc of silence. 

Beg{n in silence, inscribe the sound possible but "get out" the same v1ay you came in 
--retrograde the action. 

Perception Exercise three for Ten or More Perfonners 

This exercise is a combination of exercise number one and two. Everyone .identifies· 
his act-ions as in one or tv10. Everyone hov1ever gegins as in exercise one by 
breath actions. AS someone in 11 exercise one 11 starts "to sound" his actions 
con t i n u i n g as i n ex e rc i s e one , then " ex e rc i s e t\,1 o" p eo p 1 e are free to beg i n s i 1 en t 1 y 
inscribing their arc. They ~hen progress normally as in exercise two. As excite~ent 
or energy changes take place, epople in exercise one are free to enter the actions 
of exercise tvto. As the energy gegins to dissipate then people of exercise one 
will return to exercise one, people of exercise two are then free to enter the 
actions of exercise one. End as in exercise one - if you adopted their mode of 
time-energy behavior, othervlise end as in exercise tv10. 
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TWO ALTEP~ATIVES 

1. Let this way of ma}.ing music suggest something to you -
similar or perhaps quite different 1.-ra.ys of making music, 
prepare simple guidelines to help us attain your musical 
ends. It may be of some aelp to imagine what you want it 
to sound like and then think of how you can get that sound 
out of us .. 

OR: 

2. Let your mind range freely tl~ough the qualities or proper
ties of this music. Pick out one or tw·o, e.g. 11 "energy", 
"focus", "harmony'', ••.• etc., whateve~ is suggested to you 
by it or what interests you. Do soma research into this 
(these) eoncept(s) and of the music. Writs our your results. 
Be precise. 

(one week) 



On October 20, 1971 --which is a Wednesday (On October 21st 
if it rains) The "Secret Piece" of Yoko Ono wit I be performed 
by the Experimental Music Class of New Lincoln High School .•• 
and all others who wish to come and join in. (AI I Welcome). 
What is required is some instrument, or you may sing, on which 
you will play a single tone of your choice-- softly-- for 
the duration of the event, accompanied by sounds of the woods. 
The Location is to be the Blockhouse in Central Park, which is 
near Lenox Avenue, just in from IIOth Street. It will start 
at 6 A.M. (that's in the morning!) and continue until 8 (also 
A.M.). 

Phi I Corner 



COMPOSITION PROJECT 

This project is to be a performance composition project using the 
vocala instrumental, and student resources of your lab. The com
position is to be three to five minutes in length. The composition 
should be accomplished in four stages (some of which you have completed). 

Stage One - Resources 

Explore the material/performance resources of your lab. 

After you have explored instruments available to you in manners 
of sounds and performance characteristics, choose two elements 
you wish to make primary controls (dynamics, densities, articu
lations, pitch range, textural complexities, etc.). 

Note: The title of your composition should reflect your 
controls, viz: "SONANCE", "TIME MODULES", etc. 

Stage Two - Structure 

Construct a "FORM", a schematic, a blueprint for your composition. 

The "FORM" should have (a) an external (overall) shape, and 
(b) internal articulative structures, i.e. divisions or sections 
based upon some chosen rationale - intellectual, graphic, sound
ing object, etc. 

The internal structure should reflect certain design relationships. 

Stage Three - Notation 

Devise a set of graphic symbols and coordinates (time and pitch, 
densities and dynamics, etc.) which accurately reflect your 
compositional performance needs. 

Symbols should be clean, simple and accurately control the flow 
of sounds and events. 

All legends should be brief!! 

You may need more than one score (or parts) for your performances. 

Stage Four - Finis 

Record your composition. 

Protect your credits. 

Announce your name and compositional title on the taped performance. 

You must give your score to .the T.A. in charge of your lab. 

We need only one score. 

BEGIN EARLY. DO NOT WAIT. SILBER 


