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A | sit here trying to compose an article for Source, my
mind adheres to the sounds of myself and my environment.
in the distance a bulldozer is eating away a hillside while
its motor is a cascade of harmonics defining the space
between it and the Rock and Roll radio playing in the next
room. Sounds of birds, insects, children’s voices and the
rustling of trees fleck this space.

As | penetrate the deep drone of the bulldozer with my
ear, the mind opens and reveals the high pitched whine
of my nervous system. It reaches out and joins the flight
of an airplane drone, floats down the curve of Doppler
effect.

Now, fifteen minutes since the beginning of this writing,
the bulldozer has stopped for a while. The freeway one-
half mile away, unmasked, sends its ever-shifting drone
to join with the train whistle from Encinitas.

The bulldozer starts again moving the air like an audible
crooked staircase before reaching its full power. As | lean
on my wooden table, my arm receives sympathetic vibra-
tions from the low frequencies of the bulldozer, but hearing
seems to take place in my stomach. A jet passes over.
Some of its sound moves through my jawbone and out
the back of my neck. It is dragging the earth with it.

I would like to amplify my bowl of crackling, shaking jello.
(Once in 1959 a bulldozer came through the side of my
house while | was eating lunch. The driver looked at me,
backed out, and continued to operate the bulldozer.)

I would like to amplify the sound of a bull dozing.

The bulldozer has stopped again. On the other side of
the freeway, a dog repeats a high bark which curves down-
ward. My dog has a tinkling collar. | would like to find
a free way.

Three days ago at UCD, | experienced a magnificent per-
formance of Bob Ashley’s Wolfman. My ears changed and
adapted themselves to the sound pressure level. All the
wax in my ears melted. After the performance, ordinary
conversation at two feet away sounded very distant. Later,
all ordinary sounds seemed heightened, much louder than
usual. Today | can still feel Wolfman in my ears. MY EARS
FEEL LIKE CAVES. Monday | am going to hear Wolfman
again. It will be the fourth time I've heard Wolfman, and
| can’t wait to hear the feedback dripping from his jaws
again.

78

Soud Dbzornidion,

My present bulldozer has started and stopped again. A
faraway jet simulates a fifty foot tabla, accompanied by
an infinite freeway tamboura.

I am tired of writing this article, but not of the opportunity
it is giving me to listen and remember. My chair is creaking
as restlessness grows. | wonder what God'’s chair sounds
like? 1 would like to amplify it. 1 would like to amplify a
spider spinning its web.

Loren Rush calls his new work “Theater of the Mind.”
Since last night, he is still playing and singing in the theater
of my mind.

The bulldozer remains silent. A very low frequency is
shaking my belly. (7 Hz at high intensity can make you sick
or kill you.) It is an automobile becoming more apparent
as it passes, now accented by a motorbike.

(Once in a half-waking state, my head was held hard against
a wall by the sound of a model airplane motor. | thought
some cosmic dentist was drilling for my mind’s tooth.)

The breeze is rising and blowing my papers about the table.
The rustling in the trees sounds like tape hiss until it mixes
with the next plane overhead.

Recently, a young man described his experience working
in proximity to jet engines. After overcoming fear of the
sound, he began to find sounds to listen to, such as small
tinklings within the engine.

Why can’t sounds be visible? Would the feedback from
ear to eye cause fatal oscillation? Can you remember the
first sound you ever heard? What is the first sound you
remember hearing?

Why shouldn’t a music department in a university devote
itself entirely to music since 19507 Without a substantial
body of new literature and instrumentation, the symphony
and opera will become defunct—dead horses in the 21st
Century. Who cares.

| often think of the title of one of La Monte Young's pieces
which I have not yet had the pleasure of hearing: The Sec-
ond Dream of the High Tension Wire.

In the Schwann long-playing record catalog there are special
sections for railroads, sound effects, sports cars, test re;ords,
and honky-tonk piano, but none for electronic musicC.

When a concert pianist is on tour, he usually finds a tuned
Steinway grand piano to play. What kind of sound system
does the electronic musician find?







When | stopped writing yesterday, | went on listening. |
attended dinner in a Syrian restaurant and ate a concert
with my Wolfman ears. The house lights dimmed to a
singing SCR. Spots came up and the bassoon soloist walked
on the stage, bowed to the applause, walked off again and
told someone to turn off the heating fan which was playing
a duet with the SCR. He returned, bowed again to the
new round of applause. His taped accompaniment began.
I heard trees rustling in the speakers.

Loren Rush has synthesized a bassoon sound at the artificial
intelligence center at Stanford. With John Chowning’s
programming, he can make it move in circles, ellipses, or
figure-eights around two speakers. He can make the synthe-
sized bassoon do a glissando. Loren has a lecture entitled
““A Day in the Life of a Plastic Bassoon.”

Next, a quiet trio played in the manner of Feldman, ac-
cepted, perfectly-cued car drones.

I listened to a Schubert Octet in the recording engineer’s
sound booth. The speakers added their characteristics to
the orchestration. As we watched the audience, the engi-
neer said, “Those people are not listening to the music
as it was intended. They should be having dinner.”

I am inside my house now. Outside, sounds are attenuated
by the insulation. | hear a dripping faucet and the ticking
of my cuckoo clock. They combine and are joined by the
refrigerator. The planes from Palomar Airport dwindle in
through the furnace openings.

| have listened to many refrigerators. There is often a
flickering between the sixth and seventh harmonic. Once,
while in the process of drinking Ouzo with David, Bob, and
Orville, a refrigerator sent its harmonics out to surround
my head with circles, ellipses, and figure-eights.

In 1963 | made a tape piece for dancer Elizabeth Harris.
It was made from piano sounds. On the night of the first
performance, | stood in the wings prepared to start the
tape recorder. Suddenly, | heard the opening sounds of
my piece, but the tape transport was not moving. The dance
involved a mobile that was suspended from a strand of
piano wire. When the mobile was lowered, it moved like
a pendulum, causing the piano wire to vibrate.
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In New York, Terry Riley led me fifteen blocks out of our
way to hear a building ventilator. I wonder what microbes
hear?

Sitting in a parking lot on my third day of article writing.
| could listen to the stereophony of cars, starter gaggling,
motor wigglings, door squeals, and “bliiaps” forever. H's
~almost like Debussy, compared to Saturday’s Wagnerian
bulldozer.

The best part of Lincoln Center is the tunnel from the IRT
to the Beaumont Theater. Walking toward the theater,
my footsteps greeted me from the approaching wall; mid-
way, they followed me from the opposite wall. | listened
to this more than one hundred and fifty times—an Alice
in Tunnelland—while moving from the saga of subway
sound to Brechtian music drama.

“1f the moon is ever visited, one feature of its environment
will be known beforehand with certainty; the wastes will
be noiseless except for vibration transmitted through the
solid surface. Since there is no gaseous atmosphere, there
can be no tread of footsteps heard, no rustle of clothing,
and if an obstruction is dynamited, the debris will fly apart
silently as in a dream.”*

During the quiet evening of a summer vacation near the
Feather River Canyon, Lynn, Bob, and I wanted to play
music. We decided to read John Cage’s Atlas Eclipticalis
from the original score, which was shining brightly above.
The canyon creatures joined us as we played, and we
played until our awareness became imbedded in the canyon
and summoned a ghostly, floating train, an apparition of
metal meeting metal, reflected doubly, triply, endlessly from
the canyon, from the mind, from the flickering passenger
windows, the rumbling ties. OUR EARS FELT LIKE CAN-
YONS. We didn’t speak until morning.

One’s ideas about music can change radically after listening
= )
to recorded works at fast forward or rewind on a tape

recorder. Ramon Sender arranged Wagner’s Ring Cycle by

a series of re-recordings at fast forward to four successive
clicks. “The auditory basis of obstacle detection by bats
was independently recognized in 1932 by a Dutch zoolo-
gist, Sven Dijkgraaf, who made a careful study of these
faint, audible clicks and noted how closely they were
correlated with the echo-location of obstacles. This is an
example of the need for care, patience, and appropriate
conditions if one is to notice and enjoy some of the more
fascinating facets of the natural world.”**

According to Loren Rush, the reason for studying counter-
point is that you may have to teach it some day.

“Airborne sound waves are reflected back almost totally
from the water, and underwater sound is equally well re-
flected back downward from the surface . . . . Once proper
equipment was available for converting underwater sound
to audible, airborn sound . . . underwater listening became
refined enough and common enough to reveal the immense
variety of sounds used by marine dmimals.”§

In most schools and universities the language laboratories
are better equipped for sound processing and modifications
than the music departments.

Human hearing is non-linear. Our ears are less sensitive to
low and high frequencies approaching the limits of audi-
bility. Our ears are most sensitive at about 3000 Hz where
some people can hear collisions of air molecules.

A fast sweep of the audio range by a tone generator can
produce a click.

“Some animals, notably insects, do not have ears in their
heads but in such unlikely places as legs (some crickets) or
the thorax, the ‘middle’ portions of the insect body to which
the legs attach (some grasshoppers).” T+

| stopped writing yesterday in order to go on listening.
Monday’s performance of Wolfman was somewhat marred
because the sponsors failed to provide proper speakers
and amplifiers. | heard Wolfman’s ghost drooling feedback.
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ON SONIC MEDITATION

'a_
]‘.

Pauline O;iverps

~ : %
The meaning of meditation is problematical in

that 4t has accumulated meny:diffcrent assoc1at10ns
and generallyv. a very broad range of dlverde practlces
and techniques. It appears often in a TCnglOUS ceomntext
such as Buddhism, Christianity, Sufism and others. It's
secular counterpart is usually called concentration.
Although all meditation , both secular and reliaionus, 18
similar in tﬁat it employs attention, awareness, concen-
: !
tration,'openess and repetition, souje definé meditaéion
2 exclusively a specific type of ?ractice or ftechnigue.
.Many contrasts among different systems arise: Christian
meditQtion o conuemplatlon,ls uspaliiy a d relling upon

i

spcc1L1c Sdeas. such as-ome's relatlon\hnp to God:..ior Ethe

_pursult 6f =5 ACclivity which is decided upon and directed
intellectuslly. Certain Eastern practices will be opposite,

e +he
advocating dwellingon emptiness of mind. (Nirodha in, Yoga

A
S = 3 rA . - .
Biira- of Patangala ﬂ Mind in Zen Buddhism.) Some meth-
ods of meditation encourage mental imagery,others disccurage
all imagery, some promcte the involvement of sense organs

using visual, auditory and somatic forms, others profiote

the abandonment of sensory modes. Furthey there is dtction




versus inaction, feeling versus indifference and more.

In Taoism when act}on ariseg it is spontaneous and natural,
while in Confucianism, action is the result of ethics of
intellect. I use the word meditation, rather than
conqentration)in é secular éensé to mean steady attentien

and steady awareness, for continuous or cyclic periods

6f time. Any of the above practices or techniques might

be employed when appropriate.

While one's attention is focused te a point on
something specific, it is nussible 10 femain éware of
‘one's-surroundings, one's body, movement of all kinds
and one's mental activity, br in other words remaih
aware of~innér and onter reality similtaneously, IAt-
fention is naryrow, pointed and selective. Awareness
is. broad, diffuse and inclusive; Both have a tunable
Jange:  attention can be honed to a finer and finer point;
"Awareness can be expanded until it seems éll inclusivé.
Attention can intensify awareness. Awareness can support
attention. There is attention to awareness; there is
“awareness of attention.

Attention seems to equate.with mental activity
4o : ; .
and,be aroused by interest or desire. Awareness seems
to equate with the body's sensory receptivity. It is

actvated, or present, during pleasure and pain. Either

attention or awarcness can interfere with the other de-




pending on the intensity of interest or the intensity of
stimulation. . When either attention or awareness pre- -
”domlnates OoT becomes out of balance, the other tends ‘to
drlft or becone Ynconscious;:: Kor example, after pract1c-
1ng a difficult passage (or even an easy one) over and
over again, with or W1thout_success in execution, the
muslcian dlscovers a cramp.in some ﬁart af the body'
‘which has-developed from a faulty playing position.
'Awaleness has been sacrlflced for attentlon and -becomes .
unconsc1ous or very low level Awareness only returns
FWlth the urgency of the cramplng paln : With conscious_
'awareness the cramp mlght have been avoided by adjust~
ing the relationship to his. or her instrument without
sacrif*cqnﬂ attentioq before @ cramp could develop.
In this case awareness would be-supportlng attentlon
rather than produc1ng a delayed 1nterfe1ence reaction.
-If the passage was executed successfully, one might V
" ‘consider the cramp a small price to pay or it might not
_‘ be associated with the activlty; i is also possible
.to sustaln an anner muscular or v1sceral tension which
35 Rot notlceable or visible on the out51de, so that
_the body appears to be dn the coxrect relatlonshlp to

the instrument. If the passage was executed unsuccess-

fuily, the faulty<positlpn disclosed by the-cramp might




be blamed and subsequently corrected. In thé former,

some musicians who remain unaware for a long time, - even

years, often end by paying a vefy high pwice for success.

Indeed, when such things as severe chronic pains in the

back or other




parts of the body appear without apparent reason, they:

may be results of some small but constantly repeated
staain. The symptoms often do not respond to medical
‘treatment, probably because the source of the now

< I
clironic allment s contlnually repeated as an unconscious

HibiE 1in dssocidation with “correct" habits of pl%ylng
music, it is therefore most difficult‘to:correcr’in
. anyway whatever. Besides the misery of such a situation
some musicians are forced to giye up playing or singing
because of such allments but even worse, some never
:reallze the relatlonshlp of such illness to inner ten51on,
'because the appearance of the playlng p051t1on seems to
: be correct and the music may sound rlght »

The opposlte can be true: whlle awareness'of
2body:sensatlons remain present, attentlon can 1apselor
Wriit atfracted by the larger phenomenon of & palnful
awareness. The musical passage might become automated.
sl =6lind mechenical, or, parts. or all ofvit are inter-
rupted or forgoLten as attention is divided or diwverted:
by awvareness of the cramp or some other strong sensatlon
Attention then refocuses and 1ntens1f1es awareness. ' .

The proper relatlonshlp Gt attentlon and awareness

“can be symbollzed by -2 eircle w:th a dot in the center.(Flg 1)




. Figure 3.

The dot represents attention and the circle awareness.
In these respective positions both are ceritered in

relation to each other. Awareness can expand without

losing center or its balanced relationship with attention
|




and become more inclusive simultaneously. Attention can
s focibed, As Fine as possible, an any direction and
can probe all aspects of awareness without losing its

: i
balanced relationship to awareness. :

My Sonic Meditations (see Source #10 Music of the

Bvant Gard dor sSonic Megditations I-X1) are "sonic" in

. i
. that sound and hearing,-both active and receptive, are.

i e b :
the ftuci of attention and almull of awareness. The en-
hancement and development of aural sensation is one of

the poals.  The synchronization of attention and awarencss,

<that is, keeping them balanced and conscious, is necessafy.

Alsq the'synéhronization of veluntary and involuntary
z |

mental or physical activity.is explored. The ear 18 the

Pprapary rTeceptor or instrument. sound, both inner
} )

sand outer, rveal and imaginary, is the stimulus of fanic

: i
Meditations. : : - |

How and what does one hear?  In order to answer

thys gnestion, ‘the mind must relax, as a muScle must

yYelox, or the appropriate state of expectation must be

“present in body and mind in order to become receptive to

: T 2
both internal and external g}mull.

A CUP OF TEA

“'Nan-In, a Japanese master during the Meiji era
(1868-1912) vyeceiwved a university professor who
cane 1o inguite abeout Jen.

Nan-In served tea,  He poured his visitors cup

e e




fall, and then kept on pouring.

The professor watched the overflow until he could
8o leneer restrain himself., "jt is overfull, Ko
nore will go in!"

Sgiko this cup,” Nan-In said, "you . are full o0F ¥your
. own opinions and speculatlons How can I 'show you
7en unless you first empty your cup7” (Zen Flesh-
Zen Bones, Paul Reps, Tuttle)

As a composex I had to empily my‘cup: 1 became
_interested in dwelling on single pitches in my music at
- the end of the 1950's, - There is alvery'long'held note in

the cecllo part of my Variations for Sextet (1959-60)'

'(Fig.-Z). The note lasts approximately half a minute and
At is solo.- It emerges from a.hard attack, together with
trumpet, horn and clarlnet with a few‘low level, evancss
cent pidno harmonics. 4t is very'long:n1 the context of
the Variations and other music<of itsAstyle, which deal
with radical shifts in fhythm and timbre. The long cello tone
is a very brief meditation, although I was not thinking

of itvthat way at the time. It had at least twe functians:
; 13 ‘Tt fepfesented‘a very slow contrasting tempo, within

.a multiplicity of changing tempi. 2) Its harmonic ambi-
1ty increased as it stretched out ‘in time, although

tﬁe tone itself became an object of interest rather . than
‘where it was leading. It signaled my growing interest

in timbral shapes and changes, the complementary opposite

of chordal. oxr harmonic changes.




Other composers were becoming involved in this
Yoscindtion with lonp tones ‘also. See Terry Kidey's
PUALTET ComeosiTion &1,
String Fsto (Fig. 3) and La Mont Young s ?e—&e~49%é—$er
_19eo
T3] (Pig. 4)

Bioncs oFf all kinds, sueh g2s-motors, Tloureseent

lighting, freeway noise are ever present. The mantra of

the electrconic age is hum rather than Om. These Fonétant sound -
ings influence everyone, whether consciously or uncon-
sciously. Somé adverse effects can occur when the influ-

ence 1is unconsciously received: For example, a musician

“who plays in tune unknow1ng1y hlth 60 hz. hum rather than
ﬁ61f735 in an ensemble Or an ensemble Wthh does not

‘realize the out-of tuneness caused by the discrepancy

tween standard mu 'cal tudlng in reference to A440 and

8 hz. hum.

I began to seek out drones of all-kinds and-to
listen to them consciously, allowing myseif to hear the
nyriad éhifting, changing partials of a coﬁstant tone,
broad and narrow band noise. My subsequent music, both-
electronic andvinstrumental'refléctéd'this interest; |
Whole pieces became éingle tonal centers or noise band§
with-characteristic timbral shaping. I was-éuite Salkiss
fiéd with this work, emotionally and intellectually,
‘although I had appércntly abandoned Western harmbnic

Practace




".-the knowledge of sound can give a person a
magical instrument by which to wind and tune

afd control and help the life of anether person
1o the best advantapge. The ancient singers used
$0 experience the effect of their spiritusl prac-
tices upon themselves first. They used to sing
bhe note for about half an hour and study the
effect of that sane note upon all the different
cenhters of their body: what 1life eurrent it
brodliced, How it ppened the intuitive faculties,
how it created enthusiasm, how it gave added
Elicrpy, how 1t coothed and how it healed.  For
Lhem 1T Wds nhot ai theory ‘but an experichce.”

(Sufi Inayat Khan @pw8&t ) Music | Asheaf Press, Pekisten.)

‘,I continued to empty my cup and follow my secular
way: My inhterest and fascination with long tones was cels
;tered in attential to the beauty of the subtle shifts in
timbre and tﬁe ambiguity of an apparentiy static phénomena.

: |

Why was a tone which went nowhere so seductive? My aware-

ness was adrift.

In 1969 I began to work with dancer, Al Chuﬁg

Liang Huang, and with him I begaﬁ the study of Tai éhi
Chuan. The work witﬁhuang im this Chinese form of .
.meditation movementg invdlved breath rhythm, synchronized
Wit slow, circular motions of torso, arms and legs., -1
had been playing and singing with my accordion, slow
Jingering improvisations on a tonal center. I began to
translate the breath rhythms and the slow.natural motions.
of Tai Chi to my solo improvisations. I noticed thét I

began to feel better physically and mentally, I began to

grave nore retreat to the calming influence of these




drone-like improvisations, from what seemed to be a
Mervons. frantic music worldy, full of hasty rehearsals;
“and constantly noodling performers with up-tight vibra-A
tions. : ..

By 1970, some other women had joined me to form
.The ? Ensemble, an improvisation'grdup, both vocal and
instrumental, devoted to unéhanging tonal centers with
'emphasis on changing partials. After a lomg perion of
" working together a profound change océurred: rather than
manipulating one's voice or instrument in a ébal oriented
‘way iﬁ order to produce cerfain effetté, we began to
allow changes tq occﬁr involuntarily}of withouﬁ cohscious

“fiert vliile sustaining 2 sound voluntarily. JFt is an:

?
ehntizely different mode; ana like e professor for whom

Nan-In poured continuous fea, oﬁinions and speculations
héve a0 place in this gctivity. |

My first conscious recognition of.this change'
resplted in the articulation of Teach Yourself %o Fly?

Sonic Meditation I. (op.cit.j T-say articulated rather

"than. composed because the instructions were transmitted
orally many timeées before being committed to paper.

e could noe longer call our activity imprevisa-




'Il1luminate the area with dim blue light.

Low illumination is less stimulating to the visual
sense and helps to center one's awareness in the body,

awakening the sense of hearing and the somatic sense
il o i =

. which has an intimate relationship to the ear.

'*Begin by simply observing your own breathing. '

The key principle fin this meditation is observa-

tion of the breathing cycle. Observation meaning to Te-

main attentive and aware without consciously manipulating
or interfering wWith the observed. Observation Tequires
e receptive mode of consc1ousness' an empty U Tﬁe
breath cycle is a ‘bridge between voluntary and 1nvoiuntar).
SctiVity. It can and does ‘continue ;ell the time without
_one's conscious attention or awareness. Sometimes it 18
only notlccd when one = chamoe] Ino D gaJn voluntafy
-control over 1t. By trying to observc the breath cycle
without di=turbing it, one begins to tune.an activity
which is both conscious and unconscious. In short,.
breath is the door to the unconscious where a great store
of energy lie%&eady to.c=upport or obliterate cangeicus
Giforts. Imergy is neither positive nor negétive, but

4% e3n become either.

s at possible'to observe the breath eycle with-

gut disturbing it? Heisenberg's principle of uncertainty

as applied to quantum theory, teaches that




f

Wilere 1s no such thing as mere observiiig, in the
sense that the only action is a one-way action

of the object on the observer; every observa-
tion wimake is bound to act oni the object we
observe, even if only by the impaet of a single
gdianton of light, : In other words, there is
dluays a mutual inter-action between the observesr
end the obicct.” (Atomic Phvsics Teday, Ofto R,
Frischy, Fawcett.)

B rlops participation in Teach Yourself To Fily ds teo

exnorience Hoisenberg's principle of uncertainty.
Although my instructions ask fpr ébservation in
'its receptive sense, somewhere complementary action is
occurring.  The breath does change, if the attention
,remaiﬁs foﬁused on the cycle.._What the quality of
fhese chanpes are is personal and varies with eacﬁ
"participatiné individual. In my own-experience with this
Sonic Meditation my breaths become very prolonged; .The
Bl wcduces to 2 or-3 per minufe or less. Fhe eltect
45 wery calming to the mervous system and. the whbie body.

‘I always feel refreshed and very relaxed afterward.

"There are three degrees of breath current. One
derree 15 the simple breath which dis inhaled and
exhaled by the nostrils. This cuirrent reaches
eubside and has g certaln effect, A greater
depiee of breath current -is blowing.  When a
gerson blows {rom his Iips, that breath current
is directed more intensely; therefore healers
who have understood this principle make use of
it.  And the third degr¥ee, in which breath is




most intense, is spund:’ Because in that depree
the bieath, coming in the form of sound, is
itadized.? (dnoyat Khan, op. cit.)

'Always be an observer.' Restrain any desire to manipulate,

although a voluntary action is introduced: 'Gradually

allow your breathing 'to become audible.' - Here, while .

attention remains focused on thé breath cycle and its
involuntary changes, one must‘synchronize fhe volUnfary
_‘increase in air pressure without consciously manipulating
B eycle.  Thus, the choice of the word 'allow' for '
tfansmifting this instruction. This 1inkage 5 nol e
" cessarily easy: | :

*What the meditator realizes dn her practice
F0s bo o larpe extent -how she is failimg to
meditate properly, and by becoming aware of
her failing she gains understanding and the
Zhdl ity 1o let go of her wrong way. The
gipght way, the desired attitude, ds what
remains when we have, so to say, stepped

pLe o the way,'' {On the Psycholooy of
Meditation, Claudio Naranjo, Esalen Books.

it 1 = successful as -an observer, while ﬁy attention
‘remains fixed on the bPreath cyclé, another.phenomquhmay
"hpears that as:  While attentien remains steady, kecping
the detailg:of breathing clearly in focus, awareness is
present and may be ekpanding. Duringjthis process it is o
also possible to observe myself attending and being.
aware. Fof me this is a hipghly desirable mdde»of con-

'sciousness. It seems that this aspect of observation




Each phenomenon seems to have the poweér to support or
distract, depending on balance or centeredness of the
redationships.

When observation remains unconscious, one 1is
often obliged to seek an outside, objective observer such
as a teacher, doctor or adviser for_the necessary feed-
back or reflection on one's condition, which may help

.to make one's own observation conscious. Progress 10

" new levels of finer, more sustained attention and larger,
more inclusive awareness.is arrested without éccurate,
'objecfive feedback from the»oBservation mode, either
from an outsider or the insider: one's self. :

"Then gradually introduce your voice.' What is the sound

of my own voice? What would it sound 1ike if 1 hadnet
-adopted the way it sounds now? What models an I using?

Wi-t i the sound of my original voice? ‘'Allow four

‘vocal cords to vibrate in apy mode that occlrs naturaily.‘

Again, the word 'allow' meaning no conscious manipulation
* of the vocal cords in order to produce a particular sound.
No sound is more desirable than another, all are accepted.

Simply be aware of the sounds that emerge, while the attention

remains focused on the breath cycle.




'Allow the intensity of the vibrations to increase very

slculy.' dhe voice enters more and more fully With the
dipcredse in intensity, still without conscious manipula-
fion:. Vabration of the vocal cords should be oceccurring
before one becomes aware that they are vibrating and
imposes a conscious direction for a specific sound or

pitch, eausing a lapse in attention.

Slowness is relative. It might take any length

of time, depending on the experience of the.meditator.
Actual time periods seemi to increase in length with
practice,.but time perceptioﬁ_in tefms of clock time
@ppears to be imverse, or, longer and longer time.
'périods seeﬁ shorter and shorter asAéttention iﬁproves.

M ontilie a5 long as possible, naturally, and until il

others dre quiet.”' There are mény individual variations
in comfortable time lengths for sucﬁ vocal prodﬁction.

" Usually there is a kind of group consensu; which occﬁrs
spontaneously and supportively. There is some group
recognition of ,peak activity'and_a natural decay time as
the meditation ends as it begam,. |

Wi irtien:. Translate voice to an instrunent.' A mosieal

ig_tyument, of course, is an amplifier, an extension of
1he misician to a certain extent. - Like all amplifiers
it also acts as a band pass filter. ' As beautifnl as

ihe sound may be, it cannot be as flexible and Tich in




partials as the human foice. A trained singer, sueh as
the soprano, contralto, tenor or bass of Western art
music’or pop singer of various distinctive styles has a
vocal filter produced by his oF her fraining. Some such
singcrs become unable, or refuse to produce any sounds
beyond or different from what the training -has taﬁght.
There is a.fear af breakine tragining or of ‘Fuining

Aheee 1S :

Bne’'s voice,orAsimply a devaluation of anything else.-

Many singers actually do ruin their voices by striving

and straining for effects which are easily attained by

_ certain models, but ‘are unnatural or impractical for their

B Yo ces. Or, by straining ageinst the effects of
bodily tension produced by stage fright and other pres-
ey must -not only

o
o

fmrc. n order to sing. - Today's sin

meet the challenge of Western art oy pop music,“but'of

S Wwonld music with all of its vocal variation and extensive

techniques. This requires openess, awareness, receptivity

and the exploration 6f the voice under reasonable condi-

‘tions such as Sonic Meditation offers.

o 1 1]
When I articulated‘Teach Yourself to Fly for The
? Ensciuble, some of vs were playing instruments. As
understanding increased of what we were doing; it was

accompanied by frustration with the filter systems

“imposed by the instrument. Gradually we abandoned

1 (PG AN TIPS N gt e o o TION




instruments in favor of the development of our voices and

the awareness of the physical changes in tension towards
gela - tion, broupght about by the meditations.

Wia thie Middle East, among Orthodox Christians
and Armenians, there is a custom that they do
$iof use an organ in . church; they use a chord oy
sound made by ten or twelve persons sitting with
glocid lips.  Ft has such a wonderiully magicad
effect, it reaches so far and so deeply into

the heert of man, it produces sucly 4 religions
gtmespliere, that one feels that there is no
Jemecs ity for an-organ, It is a matural orean
yhich God has made." (Inayat Khan, op. €it.)

Nevertheless an ‘dnstrumental version can be
anslructive apd beautifol.  Such a translatién is mest
natural or direct for wind and brass playérs. Striﬁg

: i
percussion and keyboard players have to project their
VOéal cords to the instrument so that body movements

which activate sound vibrations are synchronized with

tlie breath cycle as.exactly as possible. The choicé

03 viich mast come involuntarily.

: So-what as the sbnic result of 'Teach Yourself to
Fly@ Because of the underlying principle, observation
oﬁtﬁreath GhreE e there is always the unity of a chéracter—
istic drone. The texture resembles ocean waves. 'Thé
individual aperiodic coincidences of different breath
cycles creatﬁ%g a variqty of defails.: There is aﬁ
increasing]y'rich production of par?ials. The form of

-the whole is a dynamic arch.




1he effect is restful rather than stimulating.

. The energies 6f a few to many people participating together
amplify, reinforce and‘sustain the effetts, ‘bt oie cap
‘also participate alone with good Tesults, The resulting
awareness of one's body in a relaxed mode, the.fresh

;receptivityfo external sound, tHe discovery of unused
’vdcal or instrﬁmental range.and qualities-seem primary

. Hince the pressures associated with my former music
world were not often conducive to such things. However,
it happens that I very much like the musical as well as
social and psychological results 6f Senie Meditatioﬁs,
aithouph it seems to requife reforienfation of thé

 ‘téng1ed jungle of expectations among performefs and
audience. |
- .JTHE PROBLEM OF MUSIC
"Be sure that you do not train yourself to
mieie, an case this holds you baek fron

even higher perceptions.”  {1bn Hamdan,
e Vay ol the Sufi, ®Tdries Shah, Dutton)

Sonic Meditation requireS participation from
@31l present, It is related to more ancient musical
practices where listening as an audiénce, especially
imteliectually, was not the specialized practice as it
is‘today.

Sonic lNMeditations were intended for musicians:

" oFf all levels: however an important aspect of this work:

as stated above, is that non-musicians may participate




T
i

as well and often much better than musicians whose train-

ing sometimes interferes. k
i

The experience of Sonic Meditation can be

immediate depending on the degree of commltmentlln the
group. The experience is greatly enhanced and deepened
over a long period of time with many repititione. New -
Parlicipants are éupported by the eﬁergy,-focused
attention and broad awareness of experienced meditators.
Eten gne person Qith training can esnuse .a larpe group
to become mere continuously attentiveﬁuofsg?.as one
hypertensive individual can Hpcee OF affect a whole
roomful of people. The training of attention and'éware—
ness,»of course, has meny applications towards other
musical goals and interests as well as other diseiplines.
In the winter of 1975, a research fellowship in
the Project for:Music Experiment, funded by the Rookefeller
Foundation and sponsored by the Department of Music at
the University of Cdlifernia at San Diego, allowed me
o pursue Sogigvﬁgglt tuons furtheéer, on 4 daily b951s

with twenty volunteers. As a result ofithis werk, the

following new meditations were artlculatedand composed.

Uy cup runnheth over!"




SONIC MEDITATIONS

All-V

A1l of these Sonic Meditations are ‘intended to begin

Wwith ebservation of thc breath cycle.

Pauline Oliveros




One Word

Choose a word. Listen to it mentally. Slowly and grad-

ually begin to voice this word by allowing each tiny

part of it to sound extremely prolonged. Repeat for a

‘long time.

Variations:

1 LE nbove, but . increase ‘the speed of each repetition
as impérceptibly as possible. Continue beyond the
normal pronunciation of the word until the Tepeti-
fions arte as fast as possible. Continue.

As Varigtion one but when the top speed has been
reached and maintained, reverse the process by
slowing down again as imperceptibly as possible

until the original utterance returns.

LEEL

e

Energy Changes (For Elaine Summers' movement meditation,
Energy Changes)

Listen to the environment as a dromne. Establish contact
mentally with all of the continuous external sounds and
jnclude all of your own continuous internal sounds,

snch as blood pressure, heart beat and nervous system.
When vou feel prepared, or when you are triggered by

a random or intermittent sound from.the external or




internal environment, make any sound you liie in

bme breath, or a cycle of 1ike soundg. When a sound
br 4 oycle of sounds, is Completed re-establish mental
connectjon with the drone, which you first established

before making another sound or cycle of like sounds .

XTIV

Tumbling Song

Make any vocalbsound, but always go downward in pitch
from the initial attack. The initial attack may begin
at any pitch level. Go downward in a glissando or

jn discrete steps continuously. Go any distance in
¥anpe, at any speed, dynamic or gquality, bat the
breath determines the maximum time length of any down-

ward gesture.
XV

Zing’cs Circle

Stand topether in a circle,; with eyes closed facing

the center. One person is designated, the trans-
mitter. After observing the breathing cycle, 1hdi-
vidually, gradually join hands. Then slowly move
back so that all arms are stretched out and the size

4+ “irCa)
[
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6F the carcle Ancreased. st streteh fthe armnms




center and move in slowly. Einally move back to the
normal sized circle, with hands still joined, stand-
inp 5o that arms are Telaxed at sides.  Return atten:
tion to breathing. When the time seems right, the
transmitier starts a pulse that travels around the
ciicle. by wsing the right hand to sgueeze the Teft
ol -ef Lhe person next to her, The sdueeze should
e aguickly and sharply made, to resemble a light

jeit of clectricity. The Sgucoie must be passed from
left hand to right hand,aﬁﬁﬁ%ﬁsgﬁkéuaizh ggéﬁggghf
Jand \as quickly as possible. The action shoula be-
geme so quick that it happens as-a reflex, before

the person has time to consciously direct the squeesze.
Simultancously with the squeeze, each person must
shout hah. This shout must come up from the centesr
of the body (somewhere a little below the navel)
before passing through the throat. There must be
complete abdominal support for the voice. When the
first cycle is complete, the tyansmitter waits fow

2 long time to bepin the next cycle. When the
reaction time around the circle has bccomc‘extrcmely
shoet. the trancnitier makes the cycles begin closer
and closer together until a new transmission coincides

With the end of a cycle; then continue trying €o

speed up the reaction time. If attention and awareness




are maintained; the circle depending on 1its sdze

should be shouting almost simultancougly.

Variation:

] Reverse the direction of the pulse using the Teft
hand to transmit and the right hand to receive.
Reverse the divection of gach cycle.

Each person chooses which direction (to send the

pulse. = The transmitter continues to control

the beginning and ending of a cyclé.

XVI

Begin simultaneously with the others. ~Sing any pitch.
The maximum length of the pitch 1S determined by the
breath. Listen 1o the group. Locate the cenker of
the group sound spectrum. Sing your pitch again and
make a tiny adjustment upward or downward, but tuning
toward the center of the saund spectrum, Continue G0
tune slowly, -in tiny increments toward the center of
the spectrum. Each time sing a 1oﬁg tone with a -com-
plete breath until the whole group is singing the same
pitch. Continue to drone on that central piteh tfor
about the same length of time it took to rcach the

unison. Then begin adjusting oT tuning away from




the center pitch as the original beginning pitch was.
Variation:
Follow the same instructions but return to the

~original beginning piteh,
XVil

Ear Ly (For Kenneth Gaburo's NMCE)

1. Enhance or paraphrase the auditory.environment so
perfectly that a 1istener cannot distinguish be-
tween the real sounds of the environment and the
performed sounds.

i
Become performers by not performing.

XVIIT
Re Cognition
Listen to a sound until you no longer recognize it.

R

Iic fhat on your back or sit comfortably. Open your
eycs widely, then let your eyelids ‘close extremely

slowly. Become aware of how your eyelids are closing.

When your eyelids are closed, turn your eyes slowly

from left to right, around, up and down. Let your
eyes rest comfortably in their sockets. Wry te ho

aware of the muscles behind the eyes and of the distance




feom these muscies to the back of the head. Cover

your eyes with your palms and shut out all the

light. Become aware of all the sounds.in the environ-
ment. When you think you have established contact with
all of the sounds in the external envirohment, Very
Bracunlly. intreduce yYour finpgers into Your ears or
cover them with your palms. Try to-shut out all
cxtornal sound. Listen carefully fo thé internal
Seunds of your own body working. After a long time‘
gradually open your .ears and include the sounds ol

the external environment.

Your voice

diiinl: of the sound of your own voice. What is its
dfundemental piteh? What ds 1ts kanpge? -What i4s its
quality? What does it express no matter what you

might ‘be verbalizing or singing? What was the original

sound of your voice before you learned to sound the

way you sound now?
XXT

Khot constitutes your musical universe?




XXII
Think of some familiar sound. Listen to it mentaldy.
Try to find 2 metaphor for this sound. What are the
real and imaginary possible contexts for this sound?
How many ways does or could this sound atfect

you? , or how do you feel abodt 1t? What is 1ts

effect upon you? How can this sound be described?

As a group meditation; i in g circlke.
Find a sound common to all, then ask the above questions
one by one. Allow plenty of time between each question.
When all of the questions have been asked, the group
shares their answers.
Variations: Try the same meditation wifh
. am imeginary sound
2. a live sound
3. a remembered sound.

xxltl

Plire noiseé

Sing the purest tone possible, that .is; with the fewest
partials, in a comfortable reoister. Graduﬂlly change
the quality of this tone to include more and more
partials until it approaches or becomes a noise band.
Continue as long as possible, going from pure tone to

1

LI ) SR P | ~
baiid with each breath.,

noise

Variation: Reverse the above process.




XXIV

Focus your attention on an external source of constant
sound. Imagine alternate sounds while remaining aware

of the external source.

Your name
The Signature Meditation

Dwell on your name. Write it down as slowly as

possible. : |

Visualize your name as you sign it méntally:

.a. with eyes closed

b with eyes open

Visualize your name in different kinds of writing,
script and printing.

a, vary the sizes from microscopic to gigantic

b. vary the colors and backgrounds

€. vary the dimensions: from 2 ito 5.

Visualize or actually sign your name backwards,

forwards, upside down, inside out.
2 with the right land
b, with the left-hand

.c. with both hands .simultaneously mirroring each other




Imagine hearing your name

in many different voices,
Imagine hearing your name
very small to very‘large,
amplified and natural.
iour Name, Mentra

Eix your wisual attention

Repeat your name OVET and

spoken, inflected, sung

"individual and mixed.

in different spaces,from

out of doors, indoors,

on your imagined signature

over many times mentally.




MEDITATION PROJECT

A Report

10: Roger Reynolds, Director:of C.M.E.

FROM: Pauline Oliveros, Research Musician (Winter, 1973)

My Meditation Project was an intended exploration of mental

and physical exercises in concentration, or attention, and

awareness for their relationship to the techniques of rehearsal
and performance of music. Exercises were drawn from many and

various sources and included my own Sonic Meditations. (See

my paper On Sonic Meditations, available from the project office

and soon to be published in Performance magazine.) Exercises were

practiced daily for two hours with a group of twenty volunteers.
Both musicians and non-musicians were included.

Elaine Summers, kinesiologist, dancer and Director of the
Intermedia Foundation in New York (A recorded-lecture by Elaime
Summers is available from the C.M.E. archives), provided the first
two weeks of training in kinetic awareness. Summers™ exercises
consist primarily of senSing the various parts of the body, the
body as a whole, awareness of skeletal and muscular relationships
through self massage and massage with a partner, and a series of
eXercises in moving a part or parts of the body very slowly,
dimast imperceptibly. These exercises help to reveal and release
inappropriate tensions which might interfere with one's acti-
vities. Summers maintains that inappropriate tensions arise from
the body image that one holds either consciously or unconsciously,

when that body image is in conflict with the natural relation-




ships of the body.

Elaine Summers' work provided an invaluable foundation for
the projecf as bod& awareness is essentialyyet often suppressed
during concentrated activity. Many project members were helped
by her exercises and relieved of unnecessary pains from inappro-
priate tension and given personal guidance toward self-help
routines.

We were able to present a meditation event at the end of her

stay entitled Energy Changes (Energy changes the body). Elaine
Summers performed her work which involves movement from meditation,
or sensing the body until it moves apparently involuntarily.

Borrowing her title, my Sonic Meditation XIII, Energy Changes

(See On Sonic Meditations) was composed for the occasion and per-

formed with project members Lin Barron, Bonnie Barnet and myself..
Dr; Ronald Lane of the Muir Councilling Service acted as
consulting psychologist for the project. Dr. Lane provided a
battery of tests at the beginning and repeated at the end of the
training in order to monitor possible significant changes in the
participants. Also, there were weekly individual personal con-

sciousness scales. The data accumulated from these tests awaits

a computer program for correlations.

Dr. Lane attended many of the sessions and was also available
to any participant.on a consulting basis. Séveral of the parti-
cipants made use of his services as a result of changes apparently
triggered by the training sessions.

Dr. Lane also provided two training sessions in contacting
dream imagery and fantasy. Dr. Lane noted the unusual clarity

and creativeness of the imagery in this group as compared to his




usual encounters with other groups.

Dr.‘Lane's Fole was assuring and valuable to the project and
its members. He was very supportive of the experimental nature
of the project.

Beginning the third week, I led the group in a continual re-
view of Summer's exercises and introduced meditations of contraste
ing kinds, mostly mental, from many sources along with Sonic
Meditations.

Al Chung Liang Huang, dancer and Tai Chi master, 1éd the sev-
enth week of training. He introduced his own personal medita-
tions derived from Tai Chi Chuan, Chinese Theater and Calligraphy.

Huang was also very interested in the receptivity of the group

as contrasted with other groups under ordinary circumstances
he has encountered. He was able to accomplish much more during
his week than usual.

Dr. Lester Ingber, Karate Master and President of the Insti-

tute for the study of Attention, provided two training sessions

at the end of the eighth week; a survey of Karate technique

with particular emphasis on the meditative aspects of training

attention and awareness. Aﬁngber-also noted thé uﬁuéual TEeey

tivity of the group as compared with more ordinary circumstances.
Both Ingber and Huang are interested in the synthesis of

Eastern (meditation) practice with Western.analytical techniques.
Research Assistant Bruce Rittenbach provided a before and

@ fter EEG sample for.each participant. The tests; carriediout

in Dr. R. Bickford's EEG laboratory in the medical school, showed

that most Qf the participants were already high amplitude alpha

producers. Alpha is a correlate of the meditative state (see




Operant Control of EEG Alpha Rhythm, Joe Kamiya ; Altered

States of Consciousness, Ed. Tart, Wiley). However an interesting
tendency appeared: Alpha tended to be present in higher ampli-
tude in the right as opposed to the left hemisphere of the brain
OT vice versa during the: first: tests. At the end of the project,
the tendency was towards more equal amplitude alphaiin both hem-
ispheres simultaneously, indicating that some balanéing O Syn-
chtonization might be occurring. E i:n;mwb
Rittenbach also set up a small biofeedback training laboratory

for individual use, utilizing Alpha Metrics biofeedback equipment.
Participants could monitor their brain waves through headphones
in order to léarn to emulate meditative states (high amplitude

- alpha production) in hopes of supplementing the autogenic train-
ing sessions. Unfortunately bureaucratic delays interfered with

this ‘aspect of the project and the biofeedback training could not

begin until the 5th week of the project.

John Forkner, Optical Physicist and C.M.E. Fellow designed

and built a special lighting system which projects a circle of
light on the floor for the meditation exercises. Forkner calls
this system '"Moonpool.'" The quality of the light resembles moon-
light and provides a low visual stimulation atmosphere accomo-
dating to the exercises and artistically satisfying. The light
was utilized successfully as the environment for the presentation

of Energy Changes. Because of its experimental development

parallel to the training period, Moonpool has not been explored
to-1ts fullest potential in connection with meditation, but it
promises future development.

Finally the training sessions were also a long rehearsal for

my ceremonial composition Phantom Fathom: from The Theater of the
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Ancient Trumpeters, which was performed March 10, 1973. with

the training group, as a culmination of the project.

One of the central problems of Phantom Fathom is a necessary

re-orientation of the relgtionship between performers and audience.
The performance includes everyone present so that the active ex-
perience of participation is primary and there are no specta-

tors in the usﬁél sense. A necessary condition of this break with
normal concert fo;mat is that '"audience" members be informed and
prepared to participate by published instructions prior to the

event so that participation may be voluntary. This helps to

preclude a kind of nééative energy arising from persons whose

normal concert expectations would be disappointed, or persons

who might prefer to remain spectators. In this sense, Phantom
Fathom is exclusive, on the other hand its inclusive nature cannot
‘work in the normal mileau of the concert world. The prevailing
concert paradigm is also exclusive in that the assumed performer-
audience relationship is one of deliberate separation, with the
performer primarily active and the audience primarily receptive.
This underlying assumption has been accepted and built on by
composers and preserved by performers' attitud;s and training,

and frozen by the architecture of concert halls everywhere.

Phantom Fathom requires large open space where a hundred or

more people caq move about freely as well as sit comfertably on
tﬁe floor for some of the meditations. It also fequires very fine
lighting control as well as a comfortably resonant acoustical
quality. The P.M.E. building was less than ideal for Phantom

: Fathom, with its low ceiling, obstructing posts and poor venti-

lation, however it is the only space on campus which approaches




the general needs of such a performance space.

Phantom Fathom especially requires a difference in attitude

and practice among the performers. The lines must blur between
specialist and non-specialist and yet energy must be transmitted

by the performers which encourages and supports audience members

in their participation without separating them. Aﬁdience members
must be willing to experience through participation without trying
to interpret or analyze an artistic message during the performances.
In this case analysis opposes direct experience. The performer
must be attentive toithe‘tasks without trying to express or send

a message. The performer must set an example which should help

support an untrained but informed audience member. Phantom Fathom

does not require specialized musical skills but it does require

the training of attention and awareness as defined in my paper

On Sonic Meditations (op.cit.).

The exercises during the daily two hour meditation sessions
were intended to provide this training to the mixed group of vol-
unteer musicians and non-musicians.

As far as I am concerned Phantom Fathom was performed quite

successfully although with subsequent work fruitful changes and
improvements could dccur. An audience of approximately 100 or

more arrived and participated silently as prearranged. The si-
lence produced a remarkable atmosphere free of distracting verbal
energies. As the evening progressed non-verbally, it seemed to

me that the imagery of the performance gained in intensity.

The project members seemed to transmit the necessary models without

selfconsciousness.




I attempted an experiment in ESP sound and image transmission

as part of Phantom Fathom: For a week prior to the event I con-

centrated every evening on the same sound and the same image,
hobing to transmit it to willing receivers in the prospective
audience. The reception was most likely tc take place in a dream.
(As proven by Stanley Krippneri experiments at Maimonides Hospital
in Brooklyn).

A thrilling moment in the dream telling ritual, which was

necessarily verbal, during Phantom Fathom was the ditrect hit on

the image by an audience member and a very near hit (Golden

Trumpet rather than shell trumpet) on the sound I transmitted.
: Besides the training group meetings,‘Dr. Ingber, Lin Barron
and Bruce Rittenbach and I met regularly three times a week to
work with biofeedback training experiments. We used respiration
‘to control the pitch of an oscillator and the amplitude of alpha
Brain wayes to trigger the oscillator on and off,  We tried place
ing electrodes at different points of the brain i.e. occipital,
parietal, etc. corresponding to known functions, auditory, vis-
ual etc. and noted the quality of various mental states in rela-
tion to the auditory feeéback results. Some of our observations
led directly to successful meditation training exercises and new
Sonic Meditations.

I spent at least two hours a day privately engaging in all of
éhe d=jly exevcises before the training sessions,

The key product of all this training is the development of
receptivity. In general, our cultural training dominantly promotes
active manipulation of the external environment through analysis

and judgement and tends to devalue the receptive mode which

consists of observation and intuition. (See '"'Deautomatization




~

and the Mystic Experience'", Deikman, The Nature of Human Conscious-

ness, Ed: Ornstein; Freeman Press). My project was designed to
reverse the above, not to replace the active mode but to comple-
ment it. It seems to me that musicians might benefit by the abil-
ity to switch modes easily and consciously. Promoting receptivity
has high potential value in teaching as well as rehearsal and
performance as indicated by the observations of the group leaders,
Lahe, Huang and Ingber.

Immediate and Future Research Needs:

1. A computer programmer to work with Dr. Lane in order to

correlate the data from psychological tests during the project.
2. Computer time for the above work.
3. Technical assistance for the maintenance and development
of equipment for further biofeedback experiments.
' 4. Space for a biofeedback laboratory.(currently provided
by the Department).
5. A large, open, uncluttered space, free from office and
other environmental noises with lighting control for rehearsals.
6. A group of musicians intérested in pursuing meditation

techniques.

7. Clerical assistance-and typing.
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SAN DIEGO: DEPARTMENT OF MUSIC
LA JOLLA, CALIFORNIA

MODES oF AmnTion  Awd Aornress
W THE TEACh NG oFf [Basc MU-‘/C/MSH//S

Pebruaey 12 - 1975

DR. PAUL SATTMAN
Vice Chancellor/Academic Affairs

Subject: Innovative Teaching Grant Request/Pauline Oliveros

I would like to support the application of Professor Pauline Oliveros
for an Innovative Teaching Grant for summer 1975.

Professor Oliveros has long been one of our most imaginative teachers.
She has a methodical, probing mind and does a great deal of planning
before trying her new ideas. The present plan was experimented with
two summers at York University in Canada before trying portions this
year at UCSD. I have visited her classes this year and found them
stimulating and well run. I believe she will change many of our worn
ideas of teaching basic musicianship.

Cordially,
/ﬂ/‘\ N /\ 77
[ Ay

Thomas Nee
Chairman

UNIVERSITY OF CALIFORNIA—(Letterhead for Interdepartmental use)




PROPOSAL SUBMITTED TO:
THE CHANCELLOR'S ADVISORY COMMITTEE ON
INSTRUC TION IMPROVEMENT PROGRAMS

TITLE OF PROPOSAL: ' Modes of Attention and Awareness in the
: Teaching of Basic Musicianship

DEPARTMENT/UNIT: MUSIC DEPARTMENT

PRINCIPAL INVESTIGA TOR(S): Pauline Oliveros

) Zdone Dbt Nenle
: : Ronald W. Lane

Name

Name Date

ENDCRSEMENT OF DEPARTMENT CHAIRMAN/UNIT HEAD:
I have reviewed the attached proposal and it has my full endorsement and

support. :
WVM A 5% 2-18-75
S

Name Thomas Nee Date
SUBMITTED TO THE CHANCELLOR'S ADVISORY COMMITTEE ON:

ADMINISTRATIVE USE ONLY:

Recommend Approval:

Recommend Disapproval:

Modify and Approve:

Modifi cation:

CHANCELLOR'S ADVISORY COMMITTEE ACTION:

Chairperson, CACIIP Date

CHANCELLOR'S ACTION:

Approved:

Disapproved:

Approved modification:

Chancellor T Date

ASSIGNED BUDGET NAME AND NUMBER:

SOURCE OF FUNDS:
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BUDGET:
ACADEMIC SALARIES:

i W, Igpe, Consulting Psychol: 20% F W 75-76 21,204 S5 121
Name/Payroll Title Il K9 % of time & period Annual Rate

JUSTIFICATION: one day each week will be devoted to this
project during the Fall and Winter Quarters

NON-ACADEMIC SALARIES:

E. Barropn, Secretary TTT 25% F W _75-76 9,720
Name /Payroll Title % of time & period Annual Rate

JUSTIFICATION: Research - Secretary needed 25% time for 6 mos.

SUPPLIES AND EXPENSES:

Computer analysis (recharge)
Secretarial supplies, phone, postage

JUSTIFICATION: please see proposal

CONSULTANTS: = | ' ' $15/hour
Rate

40 hours anticipated through the length of

the project.

JUSTIFICATION: please see proposal

-~

TRAVEL:

JUSTIFICATION:

EQUIPMENT:

See below under Departmental
Contribution. :

-

JUSTIFICATION:

GRANT TOTAL REQUESTED:

DEPARTMENTAL CONTRIBUTION: May be expressed in release time of_$9,000

employees (faculty/staff) or actual financial contributions made by the

department/unit. '

t. FBguipment will be made available to this project frem the
Center for Music Experiment (approx. $6,000 %géﬁlable in

previously purchased items through Research
Committee grant).

$6,000

Profeésor Oliveros will be dedicating approximately two
full days during the summer (1975) as well as the same

for Fall and Winter Quarter 75-76 to this project;: no
release time will be applied.

net calten




CHANCELLOR'S ADVISORY COMMITTEE ON
INSTRUCTIONAL IMPROVEMENT PROGRAMS

MATTHEWS CAMPUS, ROOM 104

NAME Pauline Oliveros DEPAR TMEN T /XREX MUSIC

TITLE/RANK Associate Professor CAMPUS EXTENSION 3230

TITLE OF PROPOSATL: Modes of Attention and Awareness in the Teaching of

Basic Musicianship

EE OE G541 SUBMITTED FOR FUNDING UNDER; 1nnovative Tcachifie Geapt 1)

e

xxxxl. Innovative projects in University instruction (opportunity funds)
2. Regent's undergraduate improvement grant (opportunity funds)
3. Undergraduate teaching excellence program (state funds)
4. Regent's multi-campus course projects (opportunity funds)

PRINCIPAL INVESTIGA TOR(S):

NAME RANK/TITLE DEPT. /UNIT

Pauline Oliveros Associate Professor

—

" Music

Ronald Lane Cbnsulting Psychologist DSA/Counselling

In 100 words or less, summarize the proposal. The proposal is addressed to the
poor Attention habits and lack of awareness in auditory, visual, and somatic
fields. Exercises are provided and data is to be gathered and tested by

8 elinical psychologist. : Possible applications to eother disciplines will

be suggested. Examples written and evaluated by students are appended.

PROBLEM: Please describe in detail the problem your proposal is designed to

address, Inefficiency in learning fundamental skills of musicianship is
laroely duec Lo poor attention and lack of awareness in the auditory, wvicual
and somatic fields. Also students often lack a feeling of togetherness
with classmates because of the highly competitive atmosphere. The continual




PROBLEM: (cont.) - Pauline Oliveros Feb. 14, 1975

low level disturbance which is manifested by such symptoms as boredom,
listlessness, or restlessness is very likely a result of such a lack.
Such feelings are destructive to ensemble work. Most musicians need
ensemble skill.




< PROPOSAL: Describe your proposal in detail. Give particular emphasis to how
it is designed to address the problem previously described.

(Use extra pages if
necessary.)

Please see the attached writings. -

—~

-

EVALUATION: All proposals must be accompanied by a detailed description of
how the proposal will be evaluated. (Proposals that do not have an evaluation
component will not be considered.) ‘

Proposal exércises will be tested durihg Summer Session course, Musie 2,
Basic Musicianship and again in the Fall and Winter Quarters 1975-76.
Students will be asked for commentary. Dr. Lane of the Muir Counselling

Services will provide tests for scientific evaluation of the exercises.
Data will be analyzed weekly by computer operations.

(Please sée attachements and letters of support.)




SAN DIEGO: DEPARTMENT OF MUSIC
LA JOLLA, CALIFORNIA

12 Bebruary 1975

O bDr, Paul Saltman
- Vice GChanceelier/Acadenmic Affairs
FROM: Pduline Qliveros, AsSociate Professor of HMusic

SUBJECT: Innovative Teaching Grant

Jlttached iis a proposal for a project for the composition, investigalion
application and testing of some innovative teaching techniques.

Appended are some exercises composed and evaluated by my Music 2

(Basic Musicianship) students from models and theory of my own. The
evaluations by the students were written under time pressure (20 minutes)
as a mid term exam. Also appended is my paper "On Sonic Meditation®
which gives my definition of -attention and awareness as. it is used in

my proposal.

®he srant should provide funds for release time for Pr. R. lLane of the
Muiy Cogunseling Service, computer time for evaluation 6f data, acceéess
€0 cguipment fory measuring and recording reaction times, recording
tape, xXeroxing and for part time secretarial sexrvice.

UNIVERSITY OF CALIFORNIA—(L=trerhead for Interdepartmental use)




SAN DIEGO: DEPARTMENT OF MUSIC
LA JOLLA, CALIFORNIA

12 February 1975

Paul/ altman
V1ce Chafcellor/Academic A
Paullng’011ve 0s, Assogiate of Music

Modes of attention and awarenesgbln the ‘teacliing of

Basic Musicianship
e skill ©f a musician depenas on the synthesis of aural, wisual and
somatic attention and awareness:% He or she must be able fg hBear
mentally as well as physically, see and interpret mﬁsical symbols and
cues, respond correctly as a singer, conductor or instrumentalist.
Attention means foecus and clarity of detail, while awarenesg#is
concerned with the overall field and is diffuse. (See On Sonic

Meditations. Appendix). Attention and awareness may be turned

outward toward the environment or inward to the imagination and
memory,. Aural and somatic attention can be turned outward while
visual attention is turned inward or any combination of these modes
of attention and awareness might be in effect. An individual whose
attention and awarenss is turned entirely inward might be considered
to be ont of touch with reaiity. An individual whoée attention and
awareness 1s turned entirely outward might be considered to be out
of touch with himself. What is necessary for growth and development
for the wﬂole person is tHe ability to focus attention and find
awareness in each area, inward or outward, flexibly, or at will in

any combination of the modes. The separation of attention and

duareness 15 a usefnl theoretical concept.

¥ have comﬁ%ed some exercises based on the above theory for my ¥udie+

{Basic Music{anship% class. - For example:

i B N by
Wﬁmmeo Qlora( FEEVT 6N IN THE xrere ArTicle  SofFTwAAE o [tople
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The group forms a circle (about 20). Three people face
each other in the center of the circle and a fourth
Berson 1s th8e eritic-conductor., The eritic-conductor
begins to clap g tempo., The Yarge group takss it up.
In i the tenter, person A dinvents and claps a rhythm,
with respect to the tempo person B .must repeat it and
add his or her own rhythm, person C must repeat Als

and B's and then add his or her own rhythm. Then the
Eeneeyr Pronp nmust clgp topether (A & B + €}, anl then
the whale group claps the whole rthythm. The critic-
conductor must stop the exercise whenever he or she
detects an error and explain exactly what was wrong.
bome noscible errorst  Pevson A, B, or € does not
tepeat exactly; Person A, B or C lags the tempo; ™e
grEbEp s fdo loud or goes out of tempo{?&ritic-conductor
does not percQjve error; etc. The group determines
whether the critic is accurate. Then a new group

comes into the center. No errors are allowed. As the
group improves, more people are added to the center
P rOHD.

it exercice is extremely difficult due to the poor attemntion

habits of many students but it is extremely effective at training
attention'and awareness, intuitive responses and memory. Psychologically,
both group and individual competition is present but is balanced by

o SuCCaeDs oR sSoCCEEDS .

collaboration. (If the individual fails, the whole group fazls),
ii-uni attention in this exercise 1s free to scan for any visual

cues which aid and reinforce the aural and Sonatic taske .- Fop
instance, watching a group member's hands in order to keep tempo, or
help pick up the thythm. Visual awareness is intended to take in

the group as a whole, to reinforce the feeling of ensemble. Aural
éttention must be focused on the rhythm introduced by person A

withbut lgsing awareness of the overall tempo (the whole group). The
critic and the group must be able to tell when an error is made.
Somatic attention is focused in the movemen£ 6f the bands and ao
awareness or sensing of the group is necessary to maintain tempo.

The rhythmic invention of the center group is spontaneous so that

intuition is.also necessary along with the training of memory.

15 exeycise and others that I have composed seem to be very effectivc




basic Javstcimd shtp
in the context of Masic—2. Not only do they sharpen the necessary

skills for good musicianship but they seem also to help students

to communicate more directlxma;nggzcefully with-each other.

I believe that the theory of these exercises would apply o ofher
@isciplines ds well, For example, any discipline which requireé
Spontanedity as well as precision in the use o6f language,such as
mathematics. Mathematical exercises could be devised with a game
approach to learning arithmetic or equations. Instead of one
individual writing math problems always in isolation, it could be
possible for each member,oF a group to be responsible for . a particular
functioﬁ in an equation, or represent an analog of the problem, and
practice oraily in a circle formation with the group responses forming

Do indiveiduaill.
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SAN DIEGO: DEPARTMENT OF MUSIC
LA JOLLA, CALIFORNIA

February 14, 1975

T0: Dr. Paul Saltman
Vice Chancellor/Academic Affairs

FROM: Dr. Ronald Lane
Counseling & Psychological Services

SUBJECT: Dr. Pauline Oliveros' Proposed Project in Innovative Education

This is a brief statement of my enthusiastic support of Pauline Oliveros'
innovative approach to education {n music, as well as an outline of my proposed
role in this project. Pauline and I have developed our research and educational
interests along similar lines over the past three years. We both share our
interest in the use of medatative techniques for the development of nonlinear
or intuitional thinking. My research in this area began with my teaching ex-
tension courses in the development of imagery and dreams. Subsequently, I be-
gan investigating the effects of different forms of meditation on cognitive
functioning, and served as Pauline's research consultant for her PME project

in the Music Department. My recent interest in teaching students intuitional
skills for the development of creativity, has dovetajled with Pauline's in-
novative techniques in music education. We both see exciting possibilities

tor the development, investigation, and evaluation of these techniques and
their effects-on the learning and performance of music. '

In cognitive functioning, our educational system is devoted primarily to the
development of verbal/analytic skills which largely represent linear modes of
thinking. Considerably less importance is placed on the education of non-
linear or intuitional forms of cognition, expressed, for example, in imagina-
tion, creativity and artistic performance. I believe we need to educate
students not only in nonlinear thinking, but to learn ways to develop the in-
teraction of this process with the verbal/analytic mode. By teaching students
techniques which will enhance the controlled interaction of these two cogni-
tive modes. I believe creative performance can be enhanced in both the scien-
tific and artistic disciplines.

Hard data is needed to determine whether effective education in nonlinear
processes is possible, and {f so, what techniques are most effective for the
cognitive functioning and performance in different disciplines. Because of
its heavy reliance on nonlinear cognition, music is an appropriate discipline
with which to begin. I have already gathered some initial data in the eval-
uation of Pauline's PME project two years ago. This was a project which in-
volved an intensive effort to educate music students in nonlinear or intui-
tional forms of cognition over an academic quarter. The results from this
pilot study were very encouraging. The jearning and daily practice of various
meditational techniques seemed to increase the vividness as well as the

UNIVERSITY OF CALIFORNIA—(Letterhead for Interdepartmental use}




Page 2.

control of the imaginal process, while less controlled forms of mental
activity, such as mind wandering, were significantly reduced. This was
accompanied by some exciting biorhythmic data in which the amplitude of
alpha-wave production from the right and left hemispheres of the brain
appeared more balanced for these students at the end of the nine-week
project.* :

Pauline's methods for developing skills in the deployment and regulation

of attention and awareness represents a unique educational approach. To

my knowledge, this has never been attempted in a way that Tends itself to
objective evaluation, particularly in the field of education. My role in
the proposed project will focus on the investigation and evaluation of
these techniques, particularly from the standpoint of their effects on the
learning and performance of music. I also plan to investigate the extent
to which increasing the controlled interaction of nonlinear and linear cog-
nition can influence creativity, as well as general cognitive functioning
and well-being.

The instruments of measurement for this study will include Singer and An-
trober's Imaginal Process Inventory, as well as actual performance tests
of aural, visual and somatic awareness, creativity, and experience skills.

The results of this innovative approach to education can have important
~implications for the educatijon and development of creativity in ather
artistic, as well as scientific disciplines.

* A more complete description of these results are described in The Use of
Dream-work and Imagery Process Training in Higher Education, presented at
the International Conference for Humanistic Psychology, Paris, France, Sept.

1973,

Dr. Ronald Lane
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February 14, 1975

B6: Dy, Poul Saltman
Vice Chancellor/Academic Affairs

FROM: Heidi Von Gunden, Graduate Teaching Asslistant, Music
Department

SUBJECT: Pauline Oliveros' Proposed Project in Innovative
Education

I consider myself fortunate to be a graduate teaching
sssistant for Pauline Oliveros' Music 2 (basic mu5101ansh1p
clace), Wy FTunction is to participate in the class exercises
which develop modes of attention and awareness and to conduct
laboratory drill sessions in sight singing and dictation.
Having previously been a T.A. for Music 100 (creative musician-
ship, the course which follows Music 2) I am in the position
to compare the skills of previous students to the level
8§ this year's clacs, Il is my oplnion that the training
in modes of attention and awareness that the current students
are receiving is showing a marked improvement in their
acquisition of musicianship skills. : During the lab period
their critical perception of pitch, rhythm, and ensemble
techniques is far in advance of the students I have worked
Vith b Wusic 100, T attribite thig to Pauline Oliverest
teaching techniques. In particular I have noticed a
positive group spirit in the sight singing lab which
reinforces solo performance. It seems that the group's
concentration diminishes tension and nervousness and
tends to generate a self-confidence during individual sight
ginging, In addition, the group'’s training for constructive
eniticisn is instant feed back for the individual and =
learning situation for the group as well.

My own teaching techniques have improved- since doing
the ensemble exercises. I am discovering more effective
means of centering class attention, pacing drill work, and
how to constructively coordinate dlflerlng levels of achieve-
ment 1n a elass gituation.

Hencee, | gm gtrongly in favor of Pauline Oliverps®
proposal. Futhermore, the innovative teaching grant would
produce unknown data. It is possible that this data
could form a model for new and more effective teaching
techniques in basic musicianship as well as other skill
courses.,
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Subject: The Contribution of Women as Composers

There are two modes of creativity: (1) Active, purposive
creativity resulting from cognitive thought, deliberate acting upon or
willful shaping of materials, and (2) Receptive creativity, during
which the artist is like a channel through which material flows and seems
to shape itself. Both modes can be available to a single individual yet
cultural trends often reinforce one mode at the expense of the other.
Synchronization of these two modes would seem to be not only a more com-
plete way of working but a means towards more balanced efforts through a
synthesis of the analytical way and the intuitive way.

Balanced efforts certainly make use of both modes. The working
methods of Beethoven and Mozart show quite clearly in the following letters
of these two composers respectively:

"When I am, as it wepe,; campletely myself, entively

alone, and of good cheer--say, travelling in a carriage, or

walking after a good meal, or during the night when I cannot

sleep; it is on such occasions that my ideas flow best and
most abundantly. Whence and how they come, I know not; nor
can T force them. Those ‘ideas that please me 1 retain in
memory, and am accustomed, as I have been told, to hum them

to myself. If I continue this way, it soon occurs to me how

I may turn this or that morsel to account, so as to make a

good dish of it, that 1s to say, agreeably to the rules of

gounterpoint, to the peculiarities of the various instruments,
etic,

A1l this fires my soul, and provided I am not disturbed,
my subject enlarges itself, becomes methodized and defined,
and the whole, though it be long, stands almost complete and
finished in my mind, so that I can survey it, like a fine
picture or a beautiful statue, at a glance. Nor do I hear in
my imagination the parts successively, but I hear them, as it
vere, all at once. What delight this is T carnmet telll Akl
this inventing, this producing, takes place in a pleasing
lively dream. Still the actual hearing of the tout ensemble




is after all the best. What has been thus produced I do
not easily forget, and this is perhaps the best gift I
have my Divine Maker to thank for..."

~~ A Letter, Wolfgang Amadeus Mozart,
'Life of Mozart, Edward Holmes.

"I carry my thoughts about with me for a long time,
often for a very long time, before writing them down. I
can rely on my memory for this and can be sure that, once
I have grasped a theme, I shall not forget it even years
later. T change many things, discard others, and try again
and again until I am satisfied; then, in any head, I begin
to elaborate the work in its breadth, its narrowness, its
height, its depth and, since I am aware of what I want to
do, the underlying idea never deserts me. It rises, it
grows, I hear and see the image in front of me from every
angle, as if it had been case [like sculpture], and only
the labor of writing it down remains, a labor which need
not take long, but varies according to the time at my dis-
posal, since I often work on several things at once. Yet
I can be sure that I shall not confuse one with the other.
You may ask me where I obtain my ideas. I cannot answer
this with any certainty; they come unbidden, spontaneously
or unspontaneously. I may grasp them with my hands in the
‘open air, while walking in the woods, in the stillness of
night, at early morning. Stimulated by those moods which
poets turn into words, I turn my ideas into tones which
resound, roar and rage until at last they stand before me
in-the form of notes."

~~ Beethoven, from a Written Conversation
with Louis SchlYssen (1822 or 1823)
Composers on Music, Edited by Sam Morgenstern.

It is striking that the intuitive process is recognized by both
composers but it is not necessarily voluntarily called upon, but taps the

artist on the shoulder in unguarded moments. Though each composer recog-

nizes that ideas arrive spontaneously in relation to a special emotional

tone and during restful or non-working activity, neither speaks of being

able to bring about these necessary conditions for encouraging intuition

voluntarily.




There are many accounts from scientists as well as artists
engaged in highly-creative work, on the dramatic results of switching

from the active, analytical mode to the receptive, intuitive mode.

The mathematician Jacques Hadamard records that

"On being very abruptly awakened by an external noise, a
solution long searched for appeared to me at once without
the slightest instant of reflection on my part--the fact
was remarkable enough to have struck me unforgettably--and
in a quite different direction from any of those which I
had previously tried to follow.'"

~-The Creative Process, Brewster Ghiselin,
" 'New American Library.

Also Kekule solved the chemical problem of the benzine molecule,
a ring rather than a chain of carbon atoms, when in a fatigue (or
alcohol) engendered daydream he saw a snake swallow its tail. His
intuition gave him the answer in the form of an image while his analy-

tical efforts pursued the wrong theory. Again there is recognition of

the intuitive mode but no conscious effort to promote the proper conditions

for its presence.

Western Society seems to value most highly, not only its results,
but the active analytical mode itself. The development of this mode is
fostered almost exclusively in education, often to the detriment of men
and women who would develop more readily using the intuitive mode, or
one-sidedness appears in those whose capacities lean towards the analytical.
Tt s very much like the insistence on right handedness to the exclusion
of left handedness. Emotional problems often accompany such education
eventhough a natural left hander might succeed in becoming a right hander.

Actually it would be fairer to foster the development of both handedness,




equipping the individual with valuable tools for coping with the world
as well as demonstrating adaption. Instead we live in a right handed
world, Rl |

Artists who are locked into the analytical mode with little or no
access to the intuitive mode are apt to produce one sided works of art.
Certainly many of the totally determined, serial works of the post war
years seem to fit that category. The opposite’ possibility is alse true.
Works produced intuitively with little or no complementary rationale tend
to seem aimlessly one sided.

But why is intuition so often left to chance? Cultural tradi-
tions ordain how women as well as men ought to behave. Traditionally men
are encouraged in self-determining, purposive activity, while women are
encouraged to be receptive and dependent. Again emotional problems can
arise when an individual's tendencies are more receptive than active.

This is dramatically illustrated in education, when active, self-determining

women begin to underachieve in order to avoid loss of self esteem in the

realm of femininity as shown in the studies of psychologist Matina S. Homarsk

of Harvard. Because women are expected to seek the adoration and approval
of men, they must not win in competition with men. Success, particularly
in higher education, for women becomes failure. But if her nature is self-
determining, such failure represents a conflict of interest which is often
never resolved and can become crippling emotionally. The same conflict

arises if a women succeeds in purposive activity, for then she consciously
or unconsciously expects the loss of her femininity. She has violated the
cultural paradigm. Men of course experience similar difficulty in the

opposite mode. A receptive, dependent man suffers in his failure to meet




cultural expectancies for him.

Recognized composers of Western music have been men. Women
have been traditionally discouraged from entering this field. Composers
actively determine what others, primarily men, shall do. Women because
of their cultural roles do not share this experience. Societies actively
control the music to be heard. The influence or power of music is well
known. 'The character of a nation's music cannot be altered without

changing the customs and institutions of the state." (Plato, The Republic)

But women are emerging in the 20th Century as composers and are entering
other traditionally male dominated fields as well. The active influence

of women now has some chance of being felt through music as well as other
exclusively male fields. This phenomenon may well represent the primary
meaning of the liberation movement in the world today. That is, the recog-
nition and re-evaluation of the intuitive mode as equal to and as essentiai
as the analytical mode for an expression of wholeness in creative work.
Oppression of women has also meant devaluation of intuition which is assigned
to women's roles culturally. The examples previously cited of creative
working methods show the role of intuition to be associated with mystique or
mysterious appearance, unbidden, in otherwise normal, actively pursued,
analytical work. Would not any human being benefit from the knowledge and
ability to call on intuition as well as analysis at will?

It is my hypothesis that the emergence of women in male dominated
fields means a move towards the inclusion of intuition as a complementary
mode of creativity. Women is the symbolic representation of intuition
culturally as man is the symbolic representation of analytical activity,

culturally. It is a significant evolutionary development towards synthesis




or wholeness. Neither mode is exclusively the province of one sex or the
other. The two modes must be available in any human being, making a more
complete expression available in any field.

Since very little attention has been devoted to women as composers

my research will be focused on the following questions:

(1) Do women have something to teach men because of their cultural

specialization and vice versa?

(2) What trends arise in the comparison of many compositions of

women? of men? of men and women?

(3) What working methods do women employ in composing? What working

methods do men employ?

(4) What methods or conditions might be employed to promote and

train intuition in music composition?

(5) How could this work apply to creative activity in general?

I would expect to find that men as well as women rely on intuition
in composing, but the attitudes toward intuition might differ considerably.
The study of working methods might release important information for the
encouragement of women in this field as well as other fields. I would
examine first several hundred scores of works by naive composers. This
opportunity comes from a unique music course offered at the University of
California, San Diego, which requires that its non-musicians compose. It

would be interesting to discover and compare these individual approaches to




creative activity through interviews. Their responses would be relatively
free from training imposed by normal musical educations.

I would also examine the scores of recognized women and men
composers for trends and make interviews concerning their working methods.

During the first part of the fellowship period I would expect to
collect the necessary materials and arrange to talk with the composers.
During the second period I would sift the data and the third period would
be devoted to the writing of a monograph describing the results of the study
and its prospective conclusions. I would expect to publish the results in
an interdisciplinary journal. Most of the work would be carried on in my

own residence except for field trips for interviews.

‘Proposed Budget

Recording Tape $100.00
Airfare : 1,000.00

Travel Expenses e 0000

TOTAL PROPOSED BUDGET $1,600.00

Clerical assistance to be provided by the Music Department,
University of California, San Diego.
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THE HOETICS OF MUSIC

Musie is a multi-dimensional, dynamic process unfolding
as a relationship between an individual, or a group of indivi-

duals, and sound vibrations. The question What does one hear?

has produced many specialized categories of musical study, each
witth b st own: Specilalists within a histeirical, theoiretical,
grdtical or predictive community. ' Such communities tend towards
linguistic isolation. As analysis becomes more exhaustive,
language becomes more exclusive, While feocus is a necessary and
diesiirabile tool Foxr study and artistic develcpment, the narrowness
which specialism tends to produce, can be crippling to musicians.
in order to maintain oxr bring about balance, the individual
mUat have alternatives, a ehoice of possible directions, flexi=
bility as well as stability and focus within this multi-dimensional,
dyniamic procese which 1s music., Such balance requires a broad
musical consciousness developed from an extensive awareness of
@il categegries of musical study, .and their relationships, as
wiedt oo clemiclenttra Eion onf particular roiles  Mhis awareness musis

be based or centered in the present while encompassing the past

and future. Music as a whole, all roles and relationships must

be experienced in various ways and from different perspectives
+*
in order to be synthesized. ‘Awareness is a tool for synthesis.
i s diif fusle and inclusiive ) compliementary to conecentration oL
focus; it can support the intensity of specialism by providing
a birolaid Ehlellld ‘Ereom whilch Eo ‘disaw enerpy for ‘coneentaation.
Po develop such a tool, the question might become, How does

one hear? Such a question necessarily promotes exploration o

the nature of one's role as well as the nature of one's physiplogy




o

within the musical process. Understanding must be sought of
thie mature of other's role within the same process. The
resulting awareness tends to produce an inclusive, inter-—
aependent atmosphere with the necessity for a common ianguagé
between the listener, the composer, the performer and the
instrument maker in all their variations. This calls for the conwscioos
praining of intuition and feeling as well as obgervation and
analvtieal skills, im order that one may experience and come
tlo'vallue the roles off others through dmaginatilon and refilectaion
as well as present reality. In this way one may gain depth and
perspective on omne's oWn Fole and relationmship in the multitude
N T =4

and{colléctive energy of music.

Bince all processes are dynamic, one must allow for and be

prepared for change. Changes in role, relationship and valuation

must occur as the procegss unfolds. How does one hear? also means

how does one affect and effect relationships with sound as well
as others; how are others affecting, effecting such relationships?;

Hews itst mustitc 7.

Such gquestions cross such artificial boundaries as theory,
musicology, aesthetics, composition or performance; enter other
disciplines such as Psychology, Biology or Physics; amid e alllt o
continual examination and integration. History changes as the
future unfolds and enfolds the present.

» -

In the final synthesis one seeks synchronization of what
one hears with how one hears in order to center the specific
within the general nature of music. Well-balanced musicians are

not only competent, communicative and productive within a chosen

digcetion, but also capable of intelligently and sympathetdicalily




Beetdne all forms of music which exist today and all musicians

as well.
-Pauline Oliveros
November 29, 1973
e
#  Mwarinsss  Becomcs Clogrl armreanTion sp, lrTew acricle)f

( }
Seeb=is SoFTware Forc Pzeple

<




tihec details of the breathing process dre many. One
uohk select any detail as the focus pf attention or
the process as a whole. For example, one might focus
Gl the passape - of air in dnd out of the mostrils, o1
tle passape of air through the throat, or the feeling
of cxpansion and compression in the body, ete. Such
a detail once selected must remain as the focus of
attention. :




Q#Wm 2
Lot M?f;& ééPé 1965— (977

Mok Kb :  Conenis Wictubide

e S Ot ot

e % Durnon penlat gﬂwd’

Taje Delay ’(Zk,ml@ ﬁ il e )m;m

D't Gld Theen ;% Longhin
% Uwu/uw—

e Scores

Mo, §uird
z /{Z;Mam(’ At
S‘A«g& Stake M /Y/LMI/I?/LU:D‘H

Sowac  Trrage

(Q’V\ gﬂ/\cc_ W&tvz@w)
b ooy Wl Pabo




777‘( Jrmadatin, ﬁ“ﬂ”‘d

.u 1975 | Wk to. Lo fé%%f; b afurt

A hpdet (7ol ) Oém@ *\z Yreweq. s, Sdid=" 2

R Y £Cwl’ Tolis

€ el Mo hikile Gt b e

vV

( .
r

v
&

v (07

(

P

S’%‘ s @\Af\ /Q@/@

@2( kﬂxﬂm e %J) l/é:%ﬂﬁf\

Ciors G A Crewsuad OJWLL
75 // MZM gz‘&cww aud ///WJ?@ /'LZM,MC S,; /ég‘fd 2/% , ﬁry 5 ﬂuwl
b}o/w'&m ( /)/Lﬂd%w] il f227-78 Beasn, VY (ot U Cloude Dich.

tha’fu /&Qﬁeﬂ A ZM@ &)m[( X),JIM (S e

GJI‘W" //LM/MZLW

ks, 5), fetuili < busisse po B Taclois 27 B



