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On the Need for Research Facilities for New Music and Related Arts

Pauline Oliveros
May 24, 1979

The existence of Alternative Spaces 1s one of the nosE inpor-
tant developments in Contemporary Arts. Generally the Alternative
Space developesand maintains resources and facilities for musicians
and artists too extensiyve for an individnal to suppert. It is ab
institution without academic. or conventional beox office geals. It
prevides space, facilities, and assistance for artistic vescarch,
and for performances for small, interested audiemces. [t is a
mect ing pldce for:the exchange and development of experimental
¥deas. It often-begins as a collective; usually interdiseiplinary
in nature, supported by several persons who are intensely interested,
committed to such work, and who need an outlet or place to do their
own work in an atmosphere of peers.

As the energy develops and the Alternative Space achieves col-
munity recognition, funding agencies have helped to establish some
alternative Spaces more permanently.  Many of these spaees et
gutside of collepes and universities, but a few are on campases.

I order to show the considerable impact of Alternative Spaces
aud the fundine agencies behind them, I will trace their cffectl G
my own career.

@ne of the critical times for a young composer or peibtainer 15
tlio Jdeap trom the end of schooling into the professional world., [If
the person is interested in contemporary music, particularly of the
type designated experimental, the leap from school to the profes-
siomal world may be into an abyss. Wnen 'f faced this crisis as @
young composer in 1957, there was very little support for the
activities which most interested me. There was only one outlet for
my work at the time. It was through the Pacifica Foundation Listener
Spoilisored Radio Station KPFA in. Berkeley; California.. KPFA was an
diternative station.

It was through the Pacifica Foundation National Prize for Com-
position that my first recognition as a composer came. My work was
performed on KPFA, both in live studio presentations and taped, not
only then, but up to the present. KPFA was responsible for educat-
ing me to trends in new music. I heard tape music, both electranic
and concrete. on this. station for the First time in the early 155U 8,
Robert Exrickson was music director at the time. KPFA opened its
gtudie facilities to Loren Rush, Terry Riley and me, to explore
group improvisation. We were able to record our work with high
quality equipment and listen to the playback immediately afterward
for critical analysis. We all benefited enormously from this then
highly unusual ‘activity.

In 1960, Erickson, who had begun teaching dt the San Franciseo
Conservatory of Music, organized the American Composer's Workshop




at the Conservatory. This workshop featured the music of younger
composers as well as more established composers, and provided
opportunities tor performance long missing ip the community.  BEven-
tually, I met Ramon Sender, then a student at the Conservatery. We
were both interested in working with tape music, but equipment of
the kind we needed was no where available to us. Ramon managed to
get space and modest funding from the Conservatory to start an
electronic music studio. We launched this project together under
the title Sonics in 1961, The first program we gave included first
tape works By FRamon Sender, Terry Riley, Phil Winsor and me. : We
included an instrumental group improvisation as well.

Later, in 1961, Ramon and Morton Subotnick pooled their personal
equipment and founded the San Francisco Tape Music Center. They
were given access to an old Victorian Mansion soon to be condemned
@n Jomes St. The place provided studio space, a salon for cColcerts
and living guarters for some associated and needy artis€s. During
Lheiv Fivst vear of activity they were joined by artists, peets,
gdancers and dramatists. It was the prototype alternative Space,
The Jones Street Mansion was condemned. Mort and Ramon found an
@id Iabor school headguarters on-Divisadero St. -1t was ideal, 1f
had two large meeting halls and several offices. In order to meet
the rent, a cooperative was formed between Radio KPFA, Anna Halprin's
Dancer's Workshop, Canyon Cinema and the San Francisco Tape Music
Center. The Tape Center moved equipment for the studio into the
upstairs office space and shared the largest hall, which seated 150
persons, with Canyon Cinema for presentations and performances.
Dancer's Work took over the other hall for its studio. KPFA used
an adjoining office space for its remote broadcast studio. In order
to meet ¥ts shiare of the rent, the Tape Center put on CONGEYES
repeated twice monthly for a subscription audience. The concerts
involved mutli media and theatrical presentations centered around
electronic and instrumental music made at the Center as well as far
away places.

Within the four vears of its existence at the Divisadero St. leca-
tion, the San Francisco Tape Center gained a unique position in the
community. It was the only place for composers and performers to
explore electronic music making and other experimental ideas. San
Francisco music critics were supportive and aided in this endeavor.
Most of the concerts were reviewed constructively and a faithful
audience developed. The Tape Center attracted visitors from various
parts of the world, interested in the only accessible West Coast
Electronic Music Studio. Young composers floated through and took
part in the research and activities. It became a meeting place for
lively exchange of ideas. Important premieres occurred such as
Terry Rileys famous Sn C for Instruments (1965).

Don Buchla showed up in answer to Mort and Ramon's search for an
engineer qualified to design an instrument specifically for elod-
tronic music making. On their advice he built the prototype modular
electronic music system for the Tape Center and demonstrated it late
in 1965. By this time, the Rockefeller Foundation was interested in




the Tape Center and invested $15,000 that same year. 1In 1966, the
Rockefeller Foundation was ready to give $400,000 for four years
provaded that the Tape Center be moved to Mills Collepe where Mort
was teachine. The foundation did not consider the Tape Center
capable of administering the funds, so the move was deemed neces-
sary i Order to utilize the Mills College administration and ta
insure continuity when the grant period was over.

I was designated the fivst difcctor of the Tape Center at Mills
since Mort was leaving for a position at NYU and Ramon was moving
inhte different territory. My contribution to the negotiafigns
between the Tape Center and Mills College was to insist that in
order to preserve the character of the Tape Center, it must always
be accessible to the public. * In other words, it should be epen te
composers whether they were formally attached to Mills College or
not. The Center has continued through the present as a lively

force in new music serving many composers, performers and associated
artists. The current directors are Bob Ashley and David Behrman.

From 1961-67, the San Francisco Tape Music Center was my home in the
music world. Without it I had ne real connection to a musical com-
monity - Within 1t I was able to experiment with electronic insten
ments otherwise out of my reach, take part in a regular concert
series, both as composer and performer, meet with other people of
similar interests and devotions. I was very poor &t the time, Nevel
earning more than $200 a month, but the Center gave me direction and

purpose. Accepting the directorship then with a salary, had an
enormous effect on me. Under the auspices of the Mills Cellege F. Ko
-Department, my career escalated.

The following year I was offered the position of Lecturer at U.C.

San Diego on the basis of my career so far as a composer. My degrees
stopped at the B.A. so my professional experience was important in
gaining this position. I accepted the position and moved to the San
Diego area. The new Music Department at U.C. San Diego, was founded
by my old friend and mentor, Robert Erickson and Will Ogdon. & Sués
ceeding Erickson, Ogdon had been the Music Director at KPFA, when
KPFA joined the collective on Divisadero St. with the Tape Center.
The new Music Department at U.C. San Diego was to be devoted to com-
position and performance of contemporary music. Ogdon was the first
chairman and right away began plans for a Research Center which would
operate separately from the Music Department. It would be free of
academic goals, a center for music experiment and related research
with technical studios, performance space, documentary capability and
resident experts. It embodied many of the old Tape Center ideals.

After five years of planning,the Center became a reality in 1972,
under the direction of Roger Reynolds, with a $400,000 grant from the
Rockefeller Foundation. The Ford Foundation contributed $100,000 for
yisiting fellows teo come to CME to do their own research.

In 1973, I received three months release time from the Music Depart-
ment to do a research project in the Center. For nine weeks I worked




two hours a day with 20 people exploring meditation techniques in
relation to music.* That opportunity had a far reaching effect on
my work. All of my work since then has been an elaboration of the
experiences that took place during that project®* The Center pro-
vided me with space, administration, expert consultants, technical
assistance and equipment which were beyond my reach as an individual.

]l wds affected by a relatively new agency in 1974 in combination in-
directly with my old friend the Rockefeller Foundation. I received
B conmission from the Creative Associates at SUNY BufbPale. The
Center for the Creative and Performing Arts at SUNY was establicshed
by a Rockefeller Grant. The commission offered to me was funded by
the National Endowment for the Arts. Later, I received another NEA
funded commission from the Experimental Intermedia Foundatiom in
New York, where I was guest artist in residence for two weeks, com-
pleted and presented a nmew work with Dancer, Al Huang. Shortly
aftexr that, 1 was appointed to the Composer Panel-of the NEA and
Served for tive years. During that time, I worked te establish 2
Pilot propkam to fund Resource Centers for new music. . The profiiam
i5 new cstabliched and puidelines will appear shortly.

In 1977 i Bbeeane the Birector of the Center for Music Experiment .
We have currently renewed our friendship with the Rockefeller
Foundation and are receiving $150,000 toward a new and uniquely
desipned computer music facility at CME. It is the first system
specifically designed for music. We have also received support
trom the NEA pilot program and the University of California.

Without a doubt, the Alternative Space has been and continiied te be
of major importance to my development as a composer and as a person.
i am teatorul to the University of Galiformia, the individeals and
Foundations who have made this possible. The Rockefeller Foundation
has beon extremely effective in its support and the Ferd Foundativer
However, neither foundation can .offer continuing support for an ¢ld
project.  The National Endowment for the Arts is beginning tentative
steps in this direction but will need considerable encourapement,
Continuing support is a major problem for most Alternative Spaces.

Many colleagues and other individuals have benefited as much or more
than I have from the existence of the Alternative Spaces I have des-
cribed. In the last few years others have appeared such as And/Or

in- Seattle, Washington, Real Art Ways in Hartford, Lonnecticut,

80 Langton St. in San Francisco, California, The Kitchen in New Yerk,
The Western Froitt in Vancouver, B.€,, and many more,  Selie afg

within College and University Campuses. - All of these Alterngtive
Spaces are involved with presentation, but most have some kind of
research component. For musicians and artists in a technological age
the research component is all important and perhaps unprecedented.

) Bee Meditation Project: A Report
and On Sonic Meditation, available from the CME archives

G*) Sonic Meditations - Smith Publications, 2617 Gywndale,
Baltimore, MD




There must be places where consultation with technical experts and
experimentation with new materials can occur. Also many new art
forms can only grow during performance with an audience. Such per-
formances need an atmosphere of interest, unconditional support,
and constructive critical feedback. Similar conditions are needed
for research,

Speaking from my 20 years of experience with Alternative Spaces, I
strongly believe that the future of Contemporary Music and Art ap

America will be well served by continued and escalated support, by
individuals and foundations of Alternative Spaces both inside and

outside of Colleges and Universities. - In summary, the character-

isftics Oof such Spaces gre.as follows:

1, The Alternative Space begins as a collective out of mutual
needs and interests.

Policies are established democratically by the participanis.

It exists for at least two years without outside funding.

It is open to community artists whose needs and interests
can be well served by the facilities.

It provides and maintains space and technical facilities
witlhh resident experts and technical assistance for
research and performance, too extensive for an individual
to support.

It provides an atmosphere for sympathetic interdisiplinary
meeting an exchange.

Research can occur without performance pressure.

It maintains an archive with written and media documents
ok vesearch and performance.

Its goals are flexible  reflecting the changes in £he
artistic community.

F0i It reaches out to the community at large and disseminates
information about its activities.

Imthe future, as more Alternative Spaces are established, a siet
work-for exchange is possible. It exists informally already. This
conference at The -Kitchen.could be the focal point for the beginning
of a more formal net work. A newsletter similar to Canada’s :
fharalielogramme’’, which connects all of their Alternative Spaces
with schedutes and news of activities, ‘tould be very Beneficial.
Lollcerts, resident experts, rmedia and etc.; could be exchanged. Ft
would be wise for Colleges and Universities to participate in such

o plan thus forming a link within local artists.
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On the Need for Research Facilities for New Music and Related Arts

Pauline Oliveros
May 24, 1979

The ekistence of Alternative Spaces is one of the most important
developments in Contemporary Arts. Generally the Alternative Space
developes and maintains resources and facilities ¥or musicians 1
artists too extensive for an individual to Ssupport,. . Kf < an
institution without academic or conventional box office goals. It
provides space, facilities, and assistance tor artistic research
and for performances for small, interested audiences. It i= a
meeting place for the exchange and development of experimental
ldeas’ Tt often bt alins =c Collective, usually interdisciplinary

in nature, supported by several persons who are intensely interested,
committed to such work, and who need an outlet or place to do their
Own work in an atmosphere of peers.

2

As the energy develops and the Alternative Space achieves community
recognition, funding agencies have helped to establish spome Alees
native Spaces more permanently. Many of these spaces exist outside
of colleges and universities, biit a few are an campuses.

In order to show the considerable impact of Alternative Spaces and
‘the funding agencies behind them, I wiil trace their crtcct on my
own career.

Ghe of the eritical times for = young composer or performer is the
leap from the end of schooling into the professional world.  -If the
Peirson is interested in contemporary music, particulariy of the

type designated experimental, the leap from school to the profes-
sional world may be into an abyss.. When T faced #his crisi: o a
young composer in 1957, there was very little support for the
activities which most interested me. There was only one outlet for
My work at.the time. It was through the Pacifica Foundation Listener
Sponsored Radio Station KPFA in Berkeley, California. KBS wic an
alternative station.

It was through the Pacifica Foundation National Prize for Composi-
tion that my first recognition as a composer came. My work was
performed on KPFA, ‘both in live studio presentations and taped, not
only then, but up to the present. KPFA was responsible for educating
e to trends in new music. T heazd tape music, both electronic and

S L reilo, 00 thas station fowr' the first time in -the early 1958'<,
Robert Erickson was music dizector at the time., KiBEA opened 1its
Studio facilities to Loren Rush, Terry Riley and me, to explore group
improvisation. We were able to record our work with high quality
equipment and listen to the playback immediately afterward for

gvitical analysis. We aii benefited enormously from this then highly
unusual activity.

In 1960, Erickson, who had begun teaching at the San Francisco
Conservatory of Music, organized the American Composer's Workshop




at the Conservatory. This workshop featured the music of younger
composers as well as more established composers, and provided :
opportunities for performance long missing in the community. Even-
tually, I met Ramon Sender, then a student at the Conservatory. We
were both interested in working with tape music, but equipment of
the kind we needed was no where available to us. Ramon managed to
get space and modest funding from the Conservatory to start an
electronic music studio. We launched this project together under
the title Sonics in 1961. < The first program we gave included first
tape works by Ramon Sender, Terry Riley, Phil Winsor a2nd me. = We
included an instrumental group improvisation as well.

Later, in 1961, Ramon and Morton Subotnick pooled their personal
equipment and founded the San Francisco Tape Music Center. They
were given access to -an old Victorian Mansion soon to be condemned
bn Jones SE. The place provided studio spate, a-salon for colieeTks
and 1iving quarters for some associated and needy artists. Buring
theis First year of activity they were joined by artists, pocts,
A-fcers and dramatists. It was the prototype alternative Lpace.
The Jones Street Mansion was condemned. Mort and Ramon found an
@14 1abor sehool headguarters on Pavisadero St. It was ideal, 1t
had two large meeting halls and several offices. In order to meet
the rent, a cooperative was formed between Radio KPFA, Anna Halprim's
Dancer's Workshop, Canyon Cinema and the San Francisco Tape Music
Coliter. The Tape Center moved equirment for the studio inte the
upstairs office space and shared the largest hall, which seated 150
persons, with Canyon Cinema for presentations and performances.
Dancer's Work took over the other hall for its studio. KPFA used
an adjoining office space for its remote broadcast studie. In order
48 neet its share of the Tent, the Tape Center put on cencerts
repeated twice monthly for a subscription audience. The concerts
involved mutli media and theatrical presentations centered around
electronic and instrumental music made at the Center as well as far
away places. > :

Within the four years of its existence at the Divisadero St. leoca-
tion, the San Francisco Tape Center gained a unique pasition in the
community. It was the only place for composers and performers to
explore electronic music making and other experimental ideas. San
Francisco music critics were supportive and aided in this endeavor.
Most of the concerts were reviewed constructively and a faithful
audience developed. The Tape Center attracted visitors from various
parts of the world, interested in the only accessible West Coast
Electronic Music Studio. Young composers floated through and took
part in the research and activities. It became a meeting place for

" 1ively exchange of ideas. Important premieres occurred such as
Terry Rileys famous In C for Instruments (1965).

Don Buchla showed up in answer to Mort and Ramon's search for an
engineer qualified to design an instrument specifically for elee-
tronic music making. On their advice he built the prototype modular
electronic music system for the Tape Center and demonstrated it late
in 1965. By this time, the Rockefeller Foundation was interested in
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tlie Fape Ceater and invested 515,000 that same year. In 1966, the
Rockefeller Foundation was teady to give $400,000- for four years
Piovided that the Tape Center be moved to Mills College where More
was Leaching. 1IThe foundation did not consider the Tape Centery
Gapable of administering the funds, so the move was deened neces-
Sayy in order to utilize the Mills Collepe administration and €o
insure continuity when the grant period was over.

I was desionated the first director of the Tape €Genter at Milis
since Mort was leaving for a position at NYU and Ramon was moving
intm different territory.. My contribution to the negdtiatiens
between the Tape Center and Mills Coellege was to insist thag in
order to preserve the character of the Tape €enter,; it must always
be aceessible to the public. 1n other words, it shonld be oncn to
camposers whether they were formally attached to Mills College or
mat.  The Center has continued through the present as a dively - -
foree in ncw Music Serving many composers, performers and asseciate
artasts. The current directors are Bob Ashley‘and David Behrman.

From 1961-67, the San Francisco Tape Music Center was my home in the
Mils e world. -Without it I hdd no real connection to a musicsl cali
gimity. Within it 1 was able to experiment with clectrenic inStrl -
ments otherwise out of my reach, take part In a repular CONCEFEL
Series - both as composer and performer, meet with other people of

€ imilor interests and deyotions. I was very poor at the time, neven
earninp more than $200 a month, but the Center gave me direction and
Purpo-e.  Accepting the directorship then with a salary, had an
enoriiols effect on me. Under the auspices of the Mills College P.R.
Pepartment, my career escalated. :

The Eollowing vear I was offered the position of Lecturer at U C.

San Diego on the basis of my career so far as a composer. My degrees
stopped at the B.A. so my professional experience was important in
gaining this position. I accepted the position and moved to the San
Diego area. The new Music Department at U.C. San Diego, was founded
by my old friend and mentor, Robert Erickson and Will Ogdon. Suc-
cecding Erickson, Ogsdon had been the Music Director at KPFPHA, when
KPFA joined the collective on Divisadero St. with the Tape Center.
The new Music Department at U.C. San Diego was to be devoted to com-
position and performance of contemporary music. Ogdon was the first
chairman and right away began plans for a Research Center which would
operate separately from the Music Department. It would be free of
academic goals, a center for music experiment and related research
with technical studios, performance space, documentary capability and
resident experts. It embodied many of the old Tape Center ideals.

After five years of planning,the Center became a reality in 1977 .
under the direction of Roger Reynolds, with a $400,000 grant from the
Rockefeller Foundation. The Ford Foundation cantributed $100,000 for
Micitinp fellows to come to CME to do their own research.

In 1973, I received three months release time from the Music Depart-
ment to do a research project in the Center. For nine weeks I worked
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two hours a day with 20 people exploring meditation techniques in
relation t0 music.?  That opportunity had a far reachinp effect an
My work. A1l of my work since.then has been an elaberation of the
EXpen tences (hat took place during that praject>* The €entey pro-
vided me with space, administration, eXpert consultants, technieal
gssistance and equipment which were beyond my reach as an individual.

¥ was atfected by a relatively new agency in 1974 in combination in-
directly with my old friend the Rockefeller Foundation. . I received
d eommission from the Creative Associates at SUNY Buffalo. The
Center for the Creative and Performing Arts at SUNY was established
bV o Rockefeller Grant. The commission otffered to me was fusded By
the §lational Endowment for the Arts. Llater. ¥ received anether NEA
funded commission from the Experimental Intermedia Foundation in
New York, where I was guest artist in residence for two weeks, com-
pleted and presented a new work with Dancer, Al Huang. Shertly
after that, ' was appointed to the Composer Panel of the NEA and
Segved for five years.  During that time, 1 worked to establish =z
pilol procrem to fund Resource Centers for new music.  The procran
23S now established and guidelines will: appear shortly.

i1 1077 | became the Director of the Genter for Nusic Experiment.
We have currently renewed our friendship with the Rockefeller
Foundation and are receiving $150,000 toward a new and uniquely
gde-isned computer music faejlity at CME. It is the first sysiem
specifically designed for music. We have also received support
fhom the NEA pilot program and the University of Califernia.

Without a doubt, the Alternative Space has been and contirued tg be
. of major importance to my development as a composer and as a petson.
d am prateful to the University of California, the individuals amd
Foundations who have made this possible. The Rockefeller Foundation
has been extremely effective in its support and the Ford Foundation.
However, neither foundation can offer continuing support for an old
project. The National Endowment for the Arts is beginning tentative
steps in this direction but will need considerable encouragement.
Continuing support is a major problem for most Altermnative Spaces.

Many colleagues and other individuals have benefited as much or more
than I have from .the existence of the Alternative Spaces I have des-
cribed. In the last few years others have appeared such as And/Or

3n Beattle ‘Washington, Real Art Ways in Hartferd, Connecticut,

80 Langton St. in San Francisco, California, The Kitchen in New Youk,
The Wlestern Front in Vancouver, -B.C.; and many more. 3Semeg are

within College and University Campuses. All of these Alternative
Spaces are involved with presentation, but most have some kind of
research component. For musicians and artists in a technological age
the research component is all important and perhaps unprecedented.

{*) See Meditation Project:; A Report :
and @a Somic Meditation, available from the GME apchives

{(#*) Sonic NMeditations - Smith Pﬁblications, 2617 Gywndale,
Baltimore, MD : .




dhere must be places where consultation with technical experts and
experimentation with new materials can occur. Also many new art
forms can only grow during performance with an audience. Such per-
formances need an atmosphere of interest, unconditional support,
and constructive critical feedback. Similar conditions are needed
for research. : ’

Speaking from my 20 years of experience with Alternative Spaces, I
strongly believe that the future of Contemporary Music and Art in

Ameraca will be well served by continued and escalated suppert, by
individuals and foundations of Alternative Spaces both inside and

eutside of Colleges and Universities. 'In summary, the character-

I5t16s of such spaces are as follows: '

1. The Alternative Space begins as a collectlve out of mutual
needs and interests.

2. Policics are established democratically by the participants.
3. It exists for at least two years without outside funding.

4. It is open to community artists whose needs and interests
can be well served by the facilities.

It provides and maintains space:and technical facilities
with resident experts and technical .assistamee for
Yescarch and performance, too extensive for an individial
to support.

It provides an atmosphere for sympathetic interdisiplinary
meeting amw exchange. .

Research can occur without performance pressurec.

It maintains an archive with wrltten and media documents
of research and performance.

Its. goals are flexible reflecting the changes in the
artistic community.

10. It reaches out to the community at large and disseminates
: information a2bout its activities. :

In the future, as more Alternative Spaces are established, a net
work for exchange is possible. It ‘exists 1nLorna11y already. This
conference at The Kitchen could be the focal point for the beginning
©f a more formal net work. A newsletter similar te €anada's ;
"Parallelogramme"”, which connects all of their Alternative Spaces
with schedules and news of activities, could be very beneficial.
foncerts, resident experts, media .and etc., could be exchanged. It
would be wise for Colleges and ‘Universitaies:te participate in such

a plam thus form1ng a-link within local artlsts.




