
~~~v -
,--~'- 

- A, f~~, 

-s:~~ 
. e ~ ~rd .re~)Lt 
_5~~( 

II ...-;-t( , y) {1/Af\N 0 cfl-1 

((, ~~ 
z.. {- ~ 

,. 

_&;-.M fWUM I~ - &eo"'-0(1 

1 /tM/v) ~ f J- iu. t 'iflJL h-

~~ ~ /rw.-0 W.-<'<--<~ 

~~ ~ ·<-1 

j~ 









-

JU.e 1M ~ ~r: ~~~ -~ 
n« ('WUW~ /ft'~ A 1-? 



[ 

()A4 ~ 47 ~ ~ wn 14. ~~ ~ /()a:> tv774-
dvuf ;_y-, 

dlfu ~ ~ ~~ ~ ~~-? 
~~~ ~ ~~ t ~-t4t~. 
~.:L ~h ~ ~t:~~ .-:, 

!/A.~ r ~ ~r i6~i'~-~~ 
[; rC' .~ a j0t~ rJ _,zi-U ) - J.J_~ ~ 
f..hf- ~~ I~~ ~-zf'-trT" c~ 
~rw }? (;r- ~ Lh ~r r ~c:-'~~ 

,. . ,, ~~6) cr-.~~ -

a:~: ~=s~ j,L ~-) 
U;u ~~ 4rut~ ~~-. 
~CP- ~~~,dt~kq 

~~ {;tt4~ ;,~ ~ ~~.:. 4tl·u ;/M"'~ 
J-ik .fvr}:-tv.i ~ f . ,, ~(j(_ 

/1 j () 

(turcu-Jh UP T ~ 'l tfL 

~ ~. 6-~ ~¥~ckr <A.~ 
t-tt~ ;u&~h;f ~ a /-o ;f r1f4ttdrJ~. 
ll )wi,~ aL> k -t. ~~ ~ tftw,_t.i) 1- bu..~ cw...~f
fr'cl;;, ;.._ :trw :w.kru /, u 

11 -t~ ~w.v..o w(o -+-~ -$ik .J.vv~ ww ~P)_ L, ~ ~M/Nzt-
% ~- riA~ .9M-- ,, (A -

ot ~w.+--i.k ~ r~ f: ~~ q I~ ),Sf: 1-f '" 

rrAA ~wir t'\ .. + ~ ~ r~ ~ L,w kf.._{-(A_v, 



-1;Jw- ~ ;tk Jl<M-Ju.< "6 JIM LIM~ - ;._-t, ,-x-J-,)3 ~
uliW ~ J ~veo ~ J£W r tw? ~ : 
~ -fL ~~ t.rrvLJ ~ ~ 1-' . a-J,._ 'f< ~·.q_ ~ 

{-~~/; ~ ~~'7;::: u}~ t.nf:z -<+· }utvd t&-t ~ 
JLuP ~ ~ lrt ~~ (~~~ ~ 
-7) -~ ~ t--~ ;u.ot-~ ~.t- ) 

;;~u ~ de tlM ~; ~-tc· r t; ~ ~ 
,, o""" ptr~M<J... 4 Win.~ ~ 1/UlAM. k n tS21\L 

~T ;_-f-. ,. [w~·+ fn ~r) - 66\ + 
~J 



---=----- - - --- --- ~ - ----- --------~ 

It u~ ~(£,.~~ ~~~ 
~~- 4 ~'' ~ hSI 

,, ~~ ~ c_~-ts ~'='r g~~ 
~t~~~~~~~r~ 
~~~ ~~ -~ ~~~--[;:~~ 
"1 ~ (Q ' t: p ~ 4Sl. iz.._ ""- {- " - - - """"" ~ ea....._ 

;.;..£) --f:t.t ~~ p ~ ~ .,_ "' ) ~··-" }'~ <; 

u tkzki? ~ 1k ~ ~ f? ~:-:~(~ ~
~~ ~~ r-k ~ ... ·- fd&'' 

' lj>Jt V- - •1-f ] 
r ·- -
I 

I - , 

M --e OA ;. U tV I, I 1_) ---





1002 0213 
~ .P~Ulit.£ (]LIVEROS 
"" 
~ B-026 

j 
~.JA 
..)~ 

.~I IMPORTANT NOTICE! 

ACADEMIC SENATE, SAN DIEGO DIVISION Q-002 

13-02& 

February 25, 1981 

~~MBMBERS, SAN DIEGO DIVISION OF THE ACADEMIC SENATE '1 ~~ 
~ '~ 

rnhe Committee on Educational Policy and Courses will hold an open forum on the 
·1 general policy and implementation procedure for Incomplete grades on Monday, March 9, ,., j 981, at 4: 00 p.m. in 1402 Humanities-Library Building. We urge anyone in the 

~ y niversity community who wishes to have input or participate in the discussion of 
~ . ~ this matter with CEP to come to this open forum. 

~ i~ ~-~~ 
_{\ . ~ !J\ 
~· •4 ~ I ~ 

~ ·~~ ~~. ~ 
~ ~ ~C: J. ~ks~ 1l 

F. Gilbert 
President, ASUCSD 
Chair, GSC 
The Guardian 
New Indicator 
College Advisors 

Lu Jeu Sham, Chairman 
Committee on Educational Policy 

UN IV ERS ITY OF CA I.I FORNIA- (Lcttcrhc.~d for lnrcrdcpartmcntal usc) 
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MASON GROSS SCHOOL OF THE ARTS•THEATER ARTS DEPARTMENT / 

NEW BRU NSWICK • NEW JERSEY 08903•201 / 932 -9816 

AMENb.fV!ENTS TO POLICY WITH RESP~T TO ACADEMIC 
APPOINTMENTS AND PROMOTIONS -/RUTGERS UNIVERSITY, 
THE STATE UNIVERSITY OF NEW A!ERSEY, TO BE 
APPLIED\ TO ALL FINE AND P~;FORMING ARTS FACULTY 
AS APPRO,VED AND IMPLEMEN~D BY UNIVERSITY SUMMIT 
COMMITTEE. AS OF JUNE, 1 78. 

(All desc~~ption~a weightings applied to 
faculty scholars, ply as well to scholars in 
the arts dis~ipl· es (musicologists, theater 
historians, e, c · • The amendments address 
comparabilitie particular to fine and perform-
ing artists ~he University faculty. Presented 
below are e ca~agories and descriptions quoted 
di~ectly om the\ University academic appointments 
and pro tions do~ument. Next, in caps, is the 
fine d performing arts amendment, after which 
is p esented the ra~ionale intended to serve as 
gui eline in applic~tion.) 

·~ "1. TEACHING EFFECTIVENESS 

'AS TEACHERS, MEMBERS OF THE FACULTY ARE 
RESPONSIBLE FOR EFFECTIVE INSTRUCTION, 
WHETHER AT THE UNDERGRADUATE, GRADUATE, 
OR CONTINUING EDUCATION LEVEL. THEY SHOULD 
HAVE BOTH A DEPTH AND BREADTH OF KNOWLEDGE 
IN THEIR CHOSEN FIELD AND BE ABLE TO COMMUN
ICATE THIS KNOWLEDGE TO THEIR STUDENTS. 
THEY SHOULD MAINTAIN AN ACTIVE INTEREST IN 
THE ADVANCES AND CURRENT THINKING IN THEIR 
SUBJECT AND BE ABLE TO RELATE SUCH INFORMA
TION TO THEIR TEACHING IN AN ORGANIZED 
MANNER. EFFECTIVE TEACHERS FEEL AND EXHIBIT 
ENTHUSIASM FOR THEIR SUBJECT AND CREATE AN 
ENVIRONMENT THAT S MULATES MAGINATIVE 
THINKING. THEY SHOULD HAVE A DEEP INTEREST 
IN THEIR STUDENTS' PROGRESS AND WELFARE. 
MOREOVER, THEY SHOULD MAINTAIN A CRITICAL 
ATTITUDE TOWARD THEIR TEACHING AND STRIVE 
CONTINUOUSLY TO IMPROVE IT.'" 

-<1mffi JiNfJ PEHFElRM!Nt?=AR'I'S AMENDMENT : THE 
PARTICULAR SKILLS OF AN ARTS MASTER TEACHER 
SHALL BE RECOGNIZED, WHERE APPLICABLE. 
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Rationale: The two modes of teaching in the arts 
can be described as follows: 

A. Teaching. 

1. "Master" teacher: ability to attract 
gifted students, and ability to provide 
a close ·master-journeyman training. 

2. General teaching: ability to reach many 
students and stimulate interest in the 
discipline; to serve the undergraduate 
needs of collegeo 

~ Evaluation 

1. <Student creative accomplishment and 
letters from former graduate students, 
if reputation now exists for them. 

2. Standard departmental evaluation 
practises, as documented by the depart
ment. 

The distinction between the two sorts of 
teachers is a necessary recognition in the arts. 
The ''Master" teacher devotes his/her teaching 
hours to the student's development. In non-art 
discipline, the efforts of a Ph.D. candidate's 
chairman is akin to this, but the "Master" 
teacher in the Arts must carry out ALL his/her 
graduate teaching in this manner. While there 
may be some formal or procedural correlaries 
between his/her own work and the student's, 
they cannot and do not work on the same material. 
The good "Master" teacher may also acquire a 
greater public reputation, as teacher than as 
artist, e.g., George Pierce Baker at Yale who 
taught O'Neill, Howard, etc., or Boulanger who 
taught Aaron Copland and Ro~ Harris.~The weight-
~@) is more significAnt than ~~ ----- ~ · . ~ 

----- would be equal to Creative Contribut1on, if the l '0 L~1VCZ1z~ 
students' reputations are significant enough. -+-e 114-j _ 

I -"''1 v 1 ~(( 

****************** 
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"2. SCHOLARLY OR CREATIVE ACTIVITY 

'SCHOLARLY OR CREATIVE ACTIVITY SHOULD 
CHARACTERIZE ACADEMICIANS. IF THEY 
FUNCTION AS SCHOLARS THEY ARE RESPONSIBLE 
TO THE UNIVERSITY AND TO SOCIETY TO KEEP 
INFORMED ABOUT ADVANCES IN KNOWLEDGE AND TO 
CONTRIBUTE TO THEM. TYPICALLY, SCHOLARS 
ENGAGE IN RESEARCH WORK AND PRODUCE PUB
LICATIONS. HOWEVER, IMPORTANT AND VALUABLE 
SCHOLARLY ACTIVITY MAY BE CARRIED ON WITHOUT 
BEING DIRECTED TOWARD THE PR CTION 0~ 

~ RESEARCH RESULT~. SUCH SCHOLARSHIP MAY BE 
EXPRESSED IN A VARIETY OF WAYS INCLUDING 
TEACHING, ADVISING, PUBLIC LECTURING, EN
RICHING COURSES, COMPILING OF INFORMATION, 
OR PARTICIPATING IN pRGANI~D PROFESSIONAL 
~~IES. THESE ACTIVITIES MAY BE MORE 

DIFFICULT TO EVALUATE THAN RESEARCH WORK 
AND PUBLICATIONS, BUT THEY ARE NO LESS 
IMPORTANT. 

ALTHOUGH ARTIST FACULTY MEMBERS MAY BE 
SCHOLARS, THEY SHOULD HAVE THE UNQUALIFIED 
0 I N EING PRODUCTIVE ARTIS .CREATIVE 

N ANY - I D, SUCH , MUSIC, 
ART, AND DRAMA, THROUGH ITS CONTRIBUTIONS TO 
OUR CULTURAL LIFE, RANKS EQUALLY WITH RESEARCH 
AND SCHOLARLY PUBLICATIONS. ARTIST FACULTY 

/ MEMBERS WHO WANT TO CONCENTRATE ON CREATIVE 
WORK APPROPR TE TO THEIR FIELD SHOULD FEEh 

"' FREE TO _DO S_<h_' " 

~ PERFORMING ARTS cAMENlJ~T • A:&P-ER 

~~. ~~--~ ~t~ ~:~~~~~i:;E~gR~~,FO~~~~~~ 
NEW MEDIA ,trlffi.-.- REDISCOVER AND REVIVE "LOST" 
TECHNIQUES AND PIECES AND SO ~~KE SIGNIFICANT 
CONTRIBUTION TO HIS FIELD OF LITERATURE, MUSIC, 
ART, THEATER OR DANCE. THIS IS TO BE CON
SIDERED CREATIVE ART IN PROGRESS, AND AS SUCH 
WILL BE COMPRISED OF WORK NOT YET BROUG T TO 
PUBLIC ATTENTION: EITHER AS \'IORK COMPLETED 
BUT NOT PERFORMED, OR EXHIBITED, OR AS, BY 
ITS NATURE, ONGOING." 
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.rr< ~r ~-'J LV-, 

·C-1-'~-~ M-~·'6,._ 

Rationale: A parallel to the description of 
Scholarly Activity is intended by the above and 
it is assumed that evaluation will depend upon 
Letters from reputecr--collea~es working in ~ 
comparable areas • 

. ******************** 
-O c'iftT I V~ 
RESEARCH ACCOMPLISHMENTS 

'RESEARCH ACCOMPLISHMENT IS A RESULT OF 
SCHOLARLY ACTIVIT~/ IT IS MEASURED MOST 
COMMONLY PUBL~ATIONS, WRITTEN BY 
FACULTY MEMB __. AND THEIR GRADUATE STUDENTS. 
HOWEVER, THIS S ULD NOT IMPLY THAT ALL 
RESEA~WORK NEED SULT IN PUBLISHED 
MA~IAL. ''' , 

""-FINE AND PERro-RM-ING ART8-AME-NBM-E~: 

"CREATIVE ACCOMPLISHMENTS IS THE RESULT OF 
CREATIVE ACTIVITY. IT IS MEASURED MOST 
COMMONLY BY EXHIBITS AND PERFORMANCES 
CREATED BY FACULTY MEMBERS AND THEIR GRADUATE 
STUDENTS." 

Rationale: There is no direct analo@e for the ___ tW- "'~. i~ 
referred journal in the arts,. ecause quality art ~ 
disseminators are more numerous and more diverse 
than publishers. tlgw~~he avenues to national 
and international _rep_utation are com arable in 
practise. ?IDhe ~~gories are offered as 

~ instance or. a variety of ere~ · 7 -
A. Cre~~ive Accomplishments Exampre~ 
1. Work Brought to the (Dance, Play, 

Attention of the Public Musical composition, 
Sculpture, painting, 
,performance, etc.) 

a.Premier of n . wo-r-r-k~----~(....,N,.....e-w-or recovered 
performed ore~ ibited composition, a new 
or published play, new choreo r raphy, 

poetry, etc.) 
i. Sponsoring A~en_c_y--------~(~P~h-oenix Quartet, 

or person (s) N.J. Symphony, Off
Broadway production, 
Whitney Museum 
"special showing") 
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iii.Location of event/ 
audience 

(WQXR, Levin Theater, 

iv.Date (s) 

TODAY Show, "on tour", 
Lincoln Center, N.Y. 
Gallery, Carnegie 
~all, Voorhees Chape~ 

--------------~ 

b. Solo. Work Performed 
or Exhibited or 
Published 

(One man show in 
tour, solo concert, 
play subsequently 
produced in Europe 
or elsewhere J 

i. Sponsorin~g~a~g~e~n~c~y~------------

or person_s~----~~----------
ii. Location of event/ 

audience 
iii.Date (s)--------------------~ 
c. Group Work Performed (An actor or a 

or Exhibited dancer performing 
in a production, 
a group art show, 
a musician in a 
symphony or ensemble~ 

------------------
i. Sponsoring agency 

or persons 
ii. Location o~r~e~v~e~n~t~;+·-----------

audience 
iii.Date (sr-----------

2. Evaluation Materials: 
Documentation 

(Programs, Photographs, 
slides, recordings, 
newspaper copy, reviews, 
articles, videotapes, 
reproductions, reprints, 
etc.) 

******************** 
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To the benefit of all 

sentient beings. 

Pauline Oliveros 
Cincinnati, Ohio 
April 5, 1981 

TO THE AMERICAN SOCIETY OF UNIVERSITY COMPOSERS 

Colleagues, when the opportunity to speak with you arose, I 

accepted it as an honor and a privilege, but also as an important 

occasion to discuss and explore with you some questions which concern 

me deeply. How are we to survive as composers? What are our chances 

to effect the quality of our existence in the music world and what is 

that quality? What is the significance of the work we do? What is 

and can be our relationship to society? What, as composers, is our 

situation, our responsibility, and what can be done about it both 

from individual and collective perspectives and actions? 

My discussion, which will probably raise more questions than 

answers, in relation to these issues, will be in four parts: First, 

an examination of the question "why compose?" Second, the composers 

process in terms of two complementary composer archetypes, the explorer 
I 

and the settler; and two attentional archetypes, the focal and global. 

Third, the judging of composers in the University environment. Fourth, 

some suggestions for effecting change in support of composers. After 

that I would welcome dialogue with you. 

)Thy compose? why ask the question "Why compose?"? Indeed it 

may be considered a private matter which each person must answer 

individually according to his, or her own circumstances, needs and 

purposes, but we are also a part of a society which generally does not 

appear to know how to value living composers, therefore it may be 

effective to explore the question publically as an attempt to 
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educate others to the possible benefits of the composers process as 

well as the product. 

The encouragement and rewards both social and economic which are 

afforded to other professions such as medicine, law, engineering, etc. 

are usually not offered to influence our decision to compose. 

Furthermore, music as it is generally taught is for the education of 

performers and listeners in relation to established practice rather 

than to awakening or reinforcing the creative impulses to play with 

sounds in ways that lead to composing. So how do composers happen to 

society under such circumstances? Probably because the brain's 

sensitivity to tone and t :empo, imagination and the natural urge to 

play is simply irresistable and irrepressible for some people. One 

surrenders to these sensibilities. One simply falls in love. At 

this stage one composes for pleasure and hopefully learns some 

craft. But the question "why compose?" refuses to stay answered 

when and if one awakens from this seduction. The romantic fire may 

burn low when social or internal pressure to survive economically 

hits, unless one is economically independent and with no strings 

attached or is able to take the vow of poverty. At this crucial 

stage one may decide, or be pressured to put composing aside and 

attack the problem of right livelihood. For some of course, this is 

the final double bar, others go on or reconnect but generally only a 

few manage to survive asromposers without some other means of earning 

a living. 

If one decides to devote themselves to composing despite economic, 

or vocational hardship, the question "why compose?" may loom again, 
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even if one's fires are burning high, if social consciousness is 

present 0r developing. At this stage there is 

desire for significant, or effective interaction in society . Whether 

there is sufficient or insufficient interest from performers and 

audience in the composer's work, the composer with social consciousness 

may question, if not the value of his or her work, the value of his 

or her relationship to the music world and society. 

Music of course is a powerful social force . Societies have ~ 

always controlled music and musicians, but the relationship is, or 

can be reciprocal . Societies can be changed as well as maintained 

by their music . The question uwhy compose?" may be answered by the 

composer's ability to analyze or intuit the needs, pusposes and 

directions of the community to which he or she belongs as well as 

his or her own needs, pusposes and directions . At this point the 

composer may discern that they can participate in the power of music 

at least by changing oneself through the work. Without this discernment 

the composer loses the chance to actively effect others and may simply 

be carried along by others' choices. At this level, answering the 

question "vJhy compose?" may help to demonstrate the intrinsic 

humanizing value that the process of composing can be. At the very 

least the question may cause one to WAKE UP! 

What is a composer? A composer is an organizer of sound in 

time, to borrow a definition. But further, a composer is what a 

composer does as this organizer and how one does it. Two complementary 

metaphysical archtypes which operate in the composer's process are the 

explorer and the settler. 
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Explore is ex plus Plorare from the French TO CRY OUT (probably 

the outcry of hunters on sighting game). Its meanings are 1) to 

seek for or after 2) to search through or into the possibilities of 

reaching an agreement b) to examine minutely especially for diagnostic 

purposes c) to penetrate into, or range over for purposes of 

geographical discovery d) to make or conduct a systematic search. 

When the explorer archetype operates the composer is one who searches 

for new or alternative musical resources in materials, methods and 

directions. In first stage exploration the words new and alternative 

may be in reference to the experience of the individual . In second 

stage exploration the words new or alternative may be in reference to 

the collective experience of the field of music. 

Settle means to seat-- to come to rest. To place so as to stay 

to establish residence b) to furnish with inhabitants or colonize 

c) to cause to pack down d) to clarify by causing dregs or impurities 

to sink 4) to make quiet or orderly 5) to fix or resolve conclusively 

b) to establish or rescue permanently 6) to arrange in a desired 

position 7) to make or arrange for final disposition. When the 

settler archetype operates the composer fixes, resolves or establishes 

musical resources including materials, methods and directions with 

reference to the field of music as it has been experienced individually 

and collectively. The explorer archetype represents mobility, the 

settler archetype represents stability. Risk is the constant companion 

of the explorer, safety is the constant companion of the settler. A 

good explorer senses or feels the value of the new or unknown. He 

or she is not afraid to cross boundaries to new territory, to search 
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for new materials, methods and directions without knowing the outcome 

in advance thus opening the way for innovation or replenishment of 

musical values. A good settler is or becomes expert in known 

materials, methods and directions. He or she has been well trained 

in a tradition and can apply the tradition in a known context within 

its boundaries thus preserving musical values. Both archetypes are 

essential for the health of music and the composer's process. Without 

the replenishment and innovation of the explorer the settler might 

use up the available resources. Without the settler the explorer 

might get lost without a lifeline to the settlement. The two 

archetypes are interdependent, (though one archetype might be 

functioning more dynamically in an individual than the other archetype) , 

the ideal would be a balanced interaction of the two archetypes 

as appropriate to the needs, purposes and goals of the individual 

composer as well as the field of music. 

If the explorer and settler archetypes are integrated and functioning 

appropriately in the composer, his or her attentional strategies are no 

less important to the composer's process. 

Attention may be focused, or narrowly directed to a goal, or 

attention may be global, or open to all possibilities. These two 

attentional archetypes, focal and global, directed and open, operate 

in all sensory modes at all levels of one's experience in patterns 

or cycles with durations of milliseconds to life times, forming the 

basic attentional strategies, which can aid or interfere with the 

work of the composer. If attention is directed narrowly to a goal, 

movement toward it may be clear but alternatives may be overlooked. 
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If attention is open to all possibilities then the field expands but 

a sense of direction may be missing. Ideally the interplay of focal 

and global archetypes is complementary and they can function 

interdependently in the individual. Awareness of these archetypes and 

how they are functioning can help one to gain access or control of 

one's attentional strategy. At times it is as appropriate to drop 

or change one's goals as it is to hold on to them. At times one 

needs to contract attention to the goal, at times one needs to 

expand around and beyond the goal. 

What is goal orientation? For the composer it may be choosing 

the next note in a piece, the next performance or a lifetime body 

of works. Goals are as numerous as atoms. It is the choices of 

goals and their quality that counts. One; or a few 'iong-ter·m goals, 

whether for a piece, or a career of pieces help to motivate and guide 

the individual composer. Focus helps to maintain such goal choices, 

openness helps to test the choice of goal and change it if necessary 

or appropriate. Many short-term goals are necessary to function. 

Short term goals may seemingly contradict or reinforce one's long-

term goals. Patterns will appear over time which show progress or 

interference with the long-term goals. If through examination one's 

long-term goals are constantly being reinforced by short-term goals 

one could smile and say "I'm doing fine!", or one could ask "Am I 

really going where I want to go?". Is the long-term goal idealistic 

enough? If it's so easy to achieve? On the other hand, if the long-

term goal is constantly interfered with has one really selected an 

appropriate goal? Is it realistic enough in terms of one's limitations, 

circumstances and needs. Openness gives goal orientation context, goal 
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orientation gives context focus. Armed with full control of the 

focal and global archetypes of attentional strategy, the full awakening 

of the explorer and settler archetypes, and their integration the 

composer is ready for action! 

But how are these archetypes reinforced or discouraged in the 

composer's environment? How is the composer judged? 

Since the backbone of our artistic and economic support 

comes from the universities for most of us here this part of the 

discussion will be in reference to the university environment and its 

judgements of composers. Unfortunately throughout the United States 

the educational system in the service of its institutional goals has 

misunderstood, discouraged or limited the explorer archetype and 

the global attentional archetype in many people either by overemphasis 

on the settler archetype and the focal attentional archetype or by 

minimizing the importance of any creative activity. How do individuals 

survive this kind of education? Well some do not, others come out 

of it very one-sided, either too narrowly focused as a settler, or too 

widely open as an explorer. Within those extremes all dynamic 

variations of the archetypes may appear, including some rare balanced, 

integrated individuals -- the SURVIVORS! It will take more than one 

generation to change and balance educational procedures, but the 

revolution has begun. There are individuals a.nd small groups who are 

forming self-help networks throughout the country. The individuals 

in these increasingly powerful networks are awake and aware of their 

own processes, strategies, needs and goals in relation to their own 

situations and contexts. They HELP EACH OTHERe This awakening and 

awareness is the key to effecting change for composers to be discussed 
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later in Part 4. 

One has the responsibility and the right to know how one is being 

judged. Following with respect .to academic apointment and promotions 

are verbatim quotations from a University Review Criteria. Its 

definitions may diverge from various other universities' criteria~ but 

there are many clues here for effecting change in our circumstances. 

The composer in the university environment is judged in three categories, 

1. teaching effectiveness,2. scholarly or creative activity, 3. research 

or creative accomplishments. 

~. TEACHING EFFECTIVENESS 

'As teachers, members of the faculty are responsible for 
effective instruction,. whether at the undergraduate, graduate, 
oi continuing education level. Th~i shbul~ h~ve bofh ·a · depth 
and breadth of knowledge in their chbsen field and be able to 
communicate this knowledge to their students. They should 
maintain an active interest in the advances and current 
thinking in their subject and be able to relate such informa-
tion to their teaching in an organized manner . Effective teachers 
feel· and exhibit enthusia·sm for their subject and create an 
environment that s ·t ·imuTat·e ·s · ·imag·i ·n·a·t ·ive thinki·ng ., They should 
have a deep interest 1n the1r students' progress and welfare . 
Moreover, they should maintain a critical attitude toward their 
teaching and strive continuously to improve it.' " 

The particular skills of an arts master teacher shall be 
recognized, where applicable. 

Rationale: The two modes of teaching in the arts 
can be described as follows: 

A. 

1. 

2. 

B. 

1. 

Teaching 

"Master" teacher: ability to attract gifted students, 
and ability to provide a close master-journeyman 
training. 
General teaching: ability to reach many students and 
stimulate interest in the discipline; to serve the 
undergraduate needs of college. 

How are these evaluated. 

Student creative accomplishment and letters from 
former graduate students, if reputation now exists 
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2. Standard departmental evaluation practices, as 
documented by the department. 

The distinction between the two sorts of teachers is a 
necessary recognition in the arts. The "Master" teacher 
devotes his/her teaching hours to the student's development. 
In non-art discipline, the efforts of a Ph.D. candidate's 
chairman is akin to this, but the "Master" teacher in the 
Arts must carry out ALL his/her graduate teaching in this 
manner. While there may be some formal or procedural correlar
ies between his/her own work and the student's, they cannot and 
do not work on the same material. The good "Master" teacher 
may also acquire a greater public reputation, as teacher than 
as artist, e.g., George Pierce Baker at Yale who taught 
O'Neill, Howard, etc., or Boulanger who taught Aaron Copland 
and Roy Harris. The weighting for A, the Master -teacher ts more 
significant than for B, the General teacher, and would be 
equal to Creative Contribution, if the students' reputations 
are significant enough. 

"2. SCHOLARLY -OR CREATIVE ACTIVITY 

'Scholarly or creative activity should characterize 
academicians. If they function as scholars they are 
responsible to the university and to society to keep 
informed about advances in kn·owledge and to· contribute 
t ·o them. Typically, scholars engage 1n research work and 
produce publications. However, important and valuable 
·schoTa·rTy ·a ·cti Vit~( may he ·car·r :ied ·o1t wi·thout being directed 
tow·ard the: p ·roduction o·f ·res·ea·rch res·ults. Such scholarship 
may be expressed in a variety of ways including teaching, 
advising, public lecturing, enriching courses, compilm·g of 
information, or participating i~ orgahi~ed pro£essional 
activities. These activities may be more d1fficult to 
evaluate than research work and publications, but they are 
no less important. 

Although artist faculty members may be scholars, they 
should have the unqualified option of being productive 
artists. Creative work in any field, such as literature, 
music, art, and drama, through its contributions to our 
cultural life, ranks equally with research and scholarly 
publications. Art·is·t · f ·acul·ty members· who '!itant to c ·ohcentrate 
o·n· cr·eat·ive work approp·ri·ate ·t ·o· thei·r field should f'eel free 
to do so.' " 



To ASUC - 4/5/81 
Paul£ne Oliveros 

- 10 -

"As such he or she will create new works, explore new 
media, rediscover and revive "lost" techniques and 
pieces and so make significant contribution to his or 
her field of literature, music, art, theater or dance. 
This is to be considered creative art in progress, and 
as such will be comprised of work not yet brought to 
p·ublic a·t ·tehtion: either as work completed but not 
performed, or exhibited, or as, by its nature, ongoing. 11 

Rationale: A parallel to the description of Scholarly 
Activity is intended by the above and it is assumed that 
eyalua·tioh will depend upon lett·ers from ·reputed 
coll·eagues working in comparable areas. 

3. CREATIVE RESEARCH ACCOMPLISHMENTS 

"Creative accomplishments is the result of creative 
activity. It is measured most commonly by exhibits and 
performances created by faculty members and their graduate 
students." 

Rationale: There is no direct analogue for the referred 
journal in the arts, as in the sciences, because quality 
art disseminators are more numerous and more diverse than 
publishers ... - . --How.ever· :the .avenues t ·o national and international 
·rep\1 tati·o·n· a.:r ·e · ·c ·o:mp:a:r -abT·e: :i ·n· ·pr·-ac·t ·i ·ce. 

Creative accomplishments is work brought to the attention of 
the public through performances and publications properly 
documented as to time, place, sponsoring agency, and audience. 

Creative accomplishments are evaluated through documentation 
in the form of programs, recordings, newspaper copy, reviews, 
articles, video tapes, etc. 

Wh:at can be done to use these review criteria? How can one 

respond effectively? To actively influence one's situation. How 

can leverage be gained by meeting these criteria? If one agrees that 

it is the responsibility of the composer to teach effectively, compose 

and make his, or her work available publically, then the review 

criteria seem to allow for diversity and pluralism. To meet these 

criteria in one's own individual way could be challenging and 
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motivating, especially in a supportive context where mutual respect 

prevails. But all too often composers have felt isolated when interest 

in their works has come slowly or not at all from near or far; 

performances have been poor, or non-existent; criticism has been 

ignorant, unsympathetic, unconstructive or altogether lacking; 

outlets for their works seem inaccessible. What can be done about 

such depressing feelings or circumstances? 

Let us make the following three assumptions: 1) that the 

composer has undergone rigorous self-examination, answering for 

him/herself the question "Why compose?" at many levels u in terms 

of one's own needs, purposes and goals in relation to the realities 

of one's context; 2) that the· c·omposer is- aware of his/her own 

processes and strategies in terms of the explorer/settler and focal/ 

global archetypes; 3) that the composer is actively aware of how 

he or she is being judged in his or her own community. The next 

step is to question how one cultivates performer-audience 

relationships locally. If one can gain the enthusiasm of at least 

one excellent performer for one's work, then others will follow. 

·If audiences attend anything at all in one's community, they will 

listen to one's work provided that the environment is comfortable and 

inviting. Seduce them with something helpful like food and child 

care. If one gains the enthusiasm of at least one audience member 

others will follow. 

There is no substitute for step-by-step caring cultivation at 
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the local level. If the university has hired one as a composer then 

all of its resources should be able to be enlisted to aid in this 

kind of cultivation. With this process in motion, connection with 

an effective network at the National level such as ASUC is essential 

for nourishment, recognition and support of such activities from 

outside of the local scene. 

ASUC has already performed many valuable services for composers 

by its existence as a conference for interactio~ formal and informal, 

among composers for performances of their works, discussion of 

current thinking and events in the field and publications. Following 

are eight suggestions for additional future projects which ASUC might 

consider~- hopefully these suggestions would help composers in meeting 

the university appointment and promotion criteria but also help to 

bring about reforms in the music world. 

1. Identify the top music critics in the United States. Determine 

how much power and influence they have. Determine what 

percentage of their reviews are devoted to contemporary music. 

Find out what their credentials are as critics. Determine 

what constitutes an excellent or appropriate review of new 

publish the results. This might be a way to raise the 

consciousness of critics and help to focus their attention 

constructively on composers. Universities could use such 

criteria and ratings for weighting the importance of reviews 
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of composers' work. Local critics could be called into question. 

If local critics cannot or will not respond to local composers, 

then ASUC could help by sending a so-called "reputed colleague" 

to review the composer's work. Reviews, of course, are not only 

influential in appointments and promotions but they can also 

influence support in the community. Critics could play an 

important role in influencing establishment musical organizations 

to play more new music and in educating the public to accept the 

adventure of new music. 

2. Hold workshops in performer cultivation. Such a workshop might 

identify and honor those master performers who are not only 

outstanding on their instruments but who are sympathetic to 

new music and play it extremely well. Ask them how, besides 

writing good music one generates enthusiasm among performers 

for new music and how one promotes excellent performances. 

3. Hold workshops in audience cultivation. Identify the key 

elements in providing appropriate environments, or context 

for new music. Uncomfortable situations are not conducive 

to good listening or acceptance of new work. 

4. Identify what the universities according to their own mandates 

to facilitate teaching, research or creative activity should be 

doing for composers in terms of funds, time, space, performance 

opportunities, community relations and any other appropriate 

support. 
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5. ~r~enize music department practices in evaluation of composers 

for fairness. 

6. Identify and rate the various outlets for new music. 

Sponsoring agencies, publish~rs , etc. 

7. Identify and analyze the qualities and processes of the 

so-called "master" teacher. 

8. Last, but by no means least, establish contact with the 

National Music Teachers Association for the purposes of 

encouraging children to compose as part of their early and 

continuing musical training and of including a more balanced diet 

of contemporary music in the repertoire that is taught by private 

music teachers. Offer help to their local chapters such as 

workshops, seminars and other appropriate forms to facilitate 

the accomplishment of th~se objedtives. 

Let us hope that ASUC explores and settles the deepest concerns 

of all composers as an effective network in action which values all 

of its members equally and is for the benefit of all. 

Pauline Oliveros 
Cincinnati, April 8, 1981 


