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Earle. Brb\vn 

-There ~re t\vo basic ways of acl>iev-i.r:.g Fortr. vrh!ch continue: to interest me. One could .· 
be called a method a'nd the ~ther a non-method, the latter~ however, should not be. 
ta..~en to imply an aggressively anti-method attitude on my part. I continue to wor!( 
with both ~fthese basic approaches, at times exclusive of one another but mor; often 
the t\vo are juxtapos\!d or inter-;datcd \\~t.h..in the same ·work. . 

·. The first, and the more conventional in th2.t it is a "method", is ba.sica.lly ccconstructi­
Yist": the generating oE a r:1tional .&tribution of wits,. aggreg:1tcs, demities, a."'ld 
qualities of sou..r1d elern.e~ts; the numecical mm.ipuhtion of micro-deme.!lt.5 or structures . 
of musical materials to obtain a ration:ll evolution and generation of a ll12.cro-Focm . - ,, ' '' as a qtllS1-orgaruc gro·.vtn process. 
The second approach is ro Farm as a function of a complex process o£ not to tilly ration.:U 
developments vvith.L.~ a chain of ouse and eff::ct extending from the origliu.l concepcion 
o.E the work, through the graphic representatio:l JS "score .. ~ to performa....TJ.ce realization 
:u actual sound. It is di£5.cult to describe t.h.is process because at every point it is "more 
or less a combination oE rational and irrational signs and actions. Not L.-ntionll in the 
'' · dl " , · 1 1 th · b . r • d · d · · . nun ess sense out 1.:1 tile s~rue tnat .e unmen.se num er or In.aJOr an mmor eru1ons 
w¥ch are I!!ade at ali3t.:ges of the proce:>s, by all of the minds involved, c:-eate a_hbyrinth 
.of cause a..l'l.d effect which is too complex to systematize before the event or to trace and 
rationally account for a.fter the event. Ea:::h demion a..T"ld development is L"lten.sely 
mind-full but so full of minds that the subtleties become impenetrable in terms oE any 
one rational~. Rather tha...r1 a pre-conceived constructivist ratiorrJ.Ie \\-ithin only the soWld 
material there is the cor~cious introduction of m ambiguo:.IS para.::neter; the b:m~ will 
:md cap:1cities for responsible action (both t::ch.luc:1l and es tb-;c:c) as a· panmeter acting 

d . . T , • - T , • T ' l d ·T d. 1 an re:1COw"lg upon t.c.e pr:.ystc:u parameters \Vntcn tu.e compos~r n:rs escno:: · m tne scor:!. 
More briefly, this is tbe possibility of form as a function of people act:ng directly in 
respo~;:: to a d~scribed environment of poc~ntial ... ~ccepti .. ag the ob-v-!ous he~ th4t: 
u\ere is n.o such thing ~s a formless thing or event and wishing for the co-e.xistencc ot 

• ·1· d . . 1· · h '' r 1 C7 
'' . f .,.. d · ratl.onwcy J. <: • tr-J..tton:LJ. ty L'1 t . e llili: 0t :.n:;; o r orm J.s :: yn:t.cr.:..tc process. 
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. . I T d "' 1 !... h h 1 1 • d" ., L • -, Consdcrul'"* t11c C\'C opmencs w1.ic aYe tl.s:cn p1;1Ce rn extcn mg tne pnystcar 
pJ::!DlCtersbf sotmd within recent years it seems reasonable to C0:1sider the potential o£ 
th:.! .hum~m rni1.d 2.5 a colhbor:!ti·.;e cre:-..tive par:1metc.r . . It J.!wJ.ys hJ.s been, oE cours.::,_ 
bu: to cousciously extend it furch:::r into th~ 2.ctual generation o£ the \Vork seems to me · · · 11 d · · , · ~ l -i 1 ·_r r co 0~ an mcnt2.o c an ImportJ.nt s~cp; a step \vmcn not on y expanas tne pocent12..1. or 
u1e "cn~,ri.rcmr;:ent" o£ reb.tioil.Ships (che v:or:~) but ilio the conununicative . potenti~, 

1 J . 1" . ~ " . " D 1 1 d" .. h 1 'b"1" ,. h it's i.rL.'1ercnt mu np 1c1ry o. me::!.m .. "lg .... ,at~:cr tn.an ·l!:m.n.rs_ t.i;::! rcspo!lSl wty or t e 
cor::pose.r or 2.nyone else, it exp:1..11ds and .iJltensi..fies all of the d im(:r;,s io'm of creating and 
oercciving. The performing of music is one of th~ most in.rL.-nJ.~~ colb.bo.rative involye­
~~nts tha.t 'J..J."l)" of the arts p-=r:mit and the pro~:::ss and results J.re the most pote.nti:>11y 
:1mbiguous :1nd abstract, \vhlch is to say, li."'ludcss, mcltiple, :u:d uliu"'litc in effect. The 
"in.cinucy" 2.11.d poetry is increased by liberati.1g the form from strict time and a single 
con.figUiJ.cibn. One ci,_ not diagram response, how can one formilize a cause w}.Jch is I _consistent "\""nth in.£li,ice effect? ..• by reJ.lizi.."'lg th:::tt every cause and effect process c~.-vhich 

I ., . . ) . . d . h . 1 , . l ,. "£ d h 1 " l-r" d d everyt.::lL"'lg lS lS bas~ on an Ullirute aoyv...:J.ill or ee -uac~ e~ects an to try an 

,........., · ''b I t . ' ' • b 1 ' b . 1 
,. d . t.. • h h .i illS a mc.:11g 2.ct 1s pro aol y J.SlC to me narure or man an lZluerent lil every t ougt t l 

balance the ,input a..11.d output f:::tctors some-.vhere bcnveen det::rm.inism and marchy. 

_______ .2rl!i.J.cciou .a.'1d -as old as the first philosoph:cal thought. The 2.oove, "non-method" of "' l £o~ a..~d fo:yr~g is new to music but: by :!.O me::tr'...s an un1::...'"!.o\vn arw for artists to 
approacn.. 

I 
L1. his book, "The Art of Assemblage", Wiiliam Seitz guide~ u~~ reader through the 
h!storid bad::ground and eschetic climate of "assembbge" by writing on, ,The 
L~o~ration o£ \V'ords", md ,The Liberation of Objects". I: is .J.ll e:xan1pie oE how it is 

J becorning more and more necessa.ry to e..'\:pbi'"l my or:e of the arts by rdering t~ devel6p-

I< 

... 

l
. ments· iri other arts. For better or for worse~ everything is beL."lg s~en as being the s:-..me 

tL\ing e.-..;:cept that the "light:L"lg" is differe.:J.~ ~ someone said, and the light seeir.s to be 
filling on liberation in our rime. .-, · 

. ..,...t. • aJ liT . . ' . . . l • • . " h • ·1 . ,. dn d . h 1 ..:..r:e eqwv ent oerauon wwun. mustc wo~a be, t .... c lloer:1t10n or soun , an lt as ·l hJ.ppened, but more important to rne h"'l a clisC'..lssion on Form, (v .. ·hich is not an elemen.t 

. --~an ar; (as,~re \~ord, ~bject a.."'ld s?.~d), but a ~arllfestati~~ ~f the dispos~"tioa of dements) 

l 
would oe, u1e liberJ.tlor: of Time . Tne equ:valent of u"lls m the plastic arts would be, 

· . c_'rhc: liber:1tion of Space", w}ich I thil" .. k has also happened but: it is not the subject oE 
lvir. ~eit£s book. It .might have been the su?ject had ?vlr. Sei~ been de:11ing wiili. the 

1 que.stton of how does one proceed a.s an a.r::s;: once the maten:th kve be~n liberated; 
l d h - . - . ~' l"b , "al d , d li 1 :L"l tl J.t IS -,vhat i am trymg to g.:t ~t. 1 r:e ..J.· era tea rna ten emanc.s ver:y e cate j . i h l!• 'h .,. l , I" • h _.,, . h . 1 ·mClli.ng or t. ... e. ess.:ace or W;JJ.C \Ve :u-:: lee;: \Vlt wm. escape; as 1t .as m mJ.Ily c::LScs. 

l '-'Assembbges". of u1e ~<ind ?vir. Seitz spe32~s of, do ~ot ne:d to be performed L.J. ord~ 
- t-o~ ... cT···cr:r"~, _,~ fr(;r. .. ~;- ~~s,......,~1.,fJ'::s -.~~ ~ ... o .. t,,.,.. ......,..,~-,-) ..-lt,~ '"'"''V ~ ....... m.,, ~ .. " 1oJ-... ......,<" : -. L.:'- • :: -.----\....- \ ---•--. .. l.. ..J.) --..1.- ---..::>- ....... .._ ~:.. L- .... -'-- 1.1.- ~ ... L.'-..t. • l l'-' •~~.,.., l..\ •• H •. ' J...l ~;..v "-..L.Lt.....) 

'I . "- :\ i . . ,.. r 1 ~· . t, r ' ~- • th " , 
1 

L'l. dew 1v us1c J.re spec.ncJ.l.iy r.:.ev:ti'1t co 1 tme, gtven tue .LJ.Ct t:;.l.J.t llme, ts e canvas 
l t:pon ·which music.J.l fonn becomes obser'.::!blc, 2.nd thJ.t the composer rD.~st activ:1te his 
: . 1 • . • '. 1 • , . • • 1 1 d 1 l • • • '1 ' :C~::.t~ :t ::l :.S ::U"ld C0:::Cep ~s WlEillH t:::IS S!.lOj <::CW.Ve "'.f;1.DJ. ;)tC: m t:::~ C:Edl'.' LJC :lO:cnt i.S 3. VJ....'l~D C ; ~ • .. .. "' . • . ,/ . ..:> . ' :;:.:u~~:tt 1"l..:: c .. 1JIT::!.r'.t. ment.J.l.iry. 

I am Uil~oubt-.:dly prejudiced. but these i11cr~dibl y ~omplcx condicior.s ~~·hich exist 
~.-ithin· the nJtural are;1s oE "music:::t.l arc" sec t.~e composi..1g of music in the :1bsolute 
: r C' • •·t. 1 t '1 C" • _Q ;(:-l::-ont o, cnc ;rrcs or sct~r:.ces ·wntca cJn cx.p ore t;1c new put:~nt::Ls OL comtntUl.'-. ., • c ' .1 ~~ 1 1 h ._,_ c ., b / C..:.::to~ , r.r1 cv..:.r:y sc:wc oc ~ -~ . ·.vc.cc..L. l. "o ot.1cr :lrt.na:; t1 c pot~nctm OL · 2. stracnon· , 
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h . . . l • h 1 d h . r • ·b·r· . c 

um:1n 1ntervent10n m tne cxpcnen.cc: L.'l t e v-tor.e;:, · 2.11 t e llliHlitc pos:>1 1 tt1:s o~. 

. ·~ . . • d • • (' • l (" h • C • b . • · C C _ 1 ") 

. trans.orm:Hlpll ~n _ mtrr11~cy ot nuJ....'1Cc, act1ve.y m t e mst~ . .r1t ~ .. 1ts ccorr.~.11g _ r~;:u , 
.between ~onc~ption ;nd realization. (The -other perform:mc~ arts, d:1n.ce ~nd theatre, arc 
both lLrr.itcd ill this respect by_ the psychologie1lly "lo:tded" . hum~~ body moving, ·and 
the habits of words, respectively). . . .. _ . _ _ ¥ . _ 
Where there is so much talk of ."lihdation."· there are_sure to be y_er:y dis~rbing rever]Je-

• . . • l • h 11 . f. b1• I d l l . • ...-.h "li' • b • 11 C , d 

. ratJ.ons :\';i~Ill.i1 t e ·wor a o est:1 . 1me , ac'7cptao1e cntcna. l c . . erat1on or: wor ~s, 
objects, sounds, etc., should be seen: as difkrent from the confusio:1s surrounding the 
idea of ma!cing them "free,. 'They are a!n?,:dy fr~e, before anyone even thi.~<s of using 
th T ' . · 1 r th t • "li' d" . d · 1 -- th 1 h b 

em. ne we a or em oemg : oer:ltc 1s r anve to tn~ use at tney ave cen puc 
to (and ensbv~d by) i.11. the past. They cannot be n1ore free .. tha..l'J. th~y -~rebut they em 
be liberated from their cbnceptual in...~erita!1ce, ~md \Ve from ours. That is the point at . 
which w~ ~an reilize th2.t we are alre2dy as free as words, objects, and sotmds arc. 

.. Everything is then free to lllOVe in all directions to all mcanmgs. · ' . 
I hope that it is true, as Marshalilvicluhan says, that "The power of the arts to a~cicipate 

-future soci~ and techn.ologic2-l developmenG, by 2 generation :md more, has long been 
recognized .... This concept of the arts as prophetic, contrasts wit~ th:: popub.r id~ 
of them as mere sd£ expression." 

_ _ 
One of the first things that I ever wrote about Form is the followii1g, £rom notebooks, ___ . :•-

. October and November, 1952; under -u\e word, "Synergy": . .,._ 
''to have clemei!ts exist in space •.. space as an i.rllinimdc o~ directions from an i.nfmi..:. 

·- .tude of points in space ... to work ( compositio~ally and in perform~J.ce) to right~ 
left, back, forward, up, down, a.11d all poir1ts bet\veen ••. t.~e score Coeing) a picture 

.. . of this space at one ins~t, \vh.ich must always be considered as unr<:al and/or trans­
itory· ••• a performer must set tllli all in motion (time), whic~ is to say, realize that 

· · it is -in motion a..."'ld step into it .•• either sit and let it move or move through it at 
· ill speeds., 

_ 
· ·In the notebook the ~hove is connect:d to a space diagram of the "r~dingu principle of 

··n b 19,.?,, • th , · c f 1 
• · ' b · · 

_ ecem :r .) ... _ana egrapwcsoLt!la~won.:seemtometoacnvatetnea ~vemtentton. 

The word "synergy" was used as a co-title for the piece, "November 1932" which has 
· : ·~ instructions: 

. . 
uTo be performed in any direccion from any point in the defined space for :my 

• ' length. of time. T~mpo; as fast as possible to as slow as possible ... inclusiv-e. Att=tcks 
~ay be iilterprec~d as compl~tdy separated by infinite space, collectively in blocks 
of any sh~pe, or ddined e..'c1ctly v.richin tluc space. Lin.es. and spaces mJ.y be thoughc 
of as_ tracks moving in either direction (norizontall y at dderent a...1.d v:u-iable speeds) 
and de£ signs may be considered as floating (ven:iciliy ov·er t.~e d~f~"'led sp2ce .•• 
The def~"'ld;!d sp2.c:c may 9.:: thoughc of as real or illusory, as a whole OJ:' in parts. 

··::Either space. (vertical or horizontJ.l) rna y ex_pJ~d, cont.:-JG, o: rerru'Ln as it s:::~ms to 
-=be here. Y' .:::::::1 S_?JC-: ·wiU VJ.r'j :.lc·c-orcl.in.g to -u~e p~dorr:1c:r' s vi~w of w\~ floatin.g 

clds.•',. 
Synergism is d~Sncd as: "Cooperative :rction of discrete age~cics s:.rch thJt the tot:tl 
effect is greater than t.~e sum of u1e two eEL:cts taken i..11dcp~nd~r1tly. (Th~ol): Th~ 
doctrine th1t Ll. rcgenc:r:1tion th;:.ce is::. coop~rJ.tion of dt·vi.rte ~-~nee :1.nd h um:.1n ::1~tivi.:y." 
Spu:rgy i.:; 2 2S.:: ::d : "Co:nb;"1cd :. :: i:-iun or u_2er:1tion as of rnuscl~s. n~rv::s, etc. Uvi:dtc:tl): 
'.fhe combined hc:1tch y act~on of ever-y o~·~~ ::tn oF="- sy'ic~ ....,_ ." . . . 
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From the :rbove notebook quot:1tions (th~y and the scores· are p;.tblished -in, "Folio and 
Fa:zr Systems (1952-195~).,, "'.vi~h o~her \vorks, by Associated .Nlusic Publish::rs, New 
York) :md the "synergy" concept it should be clear th:H my appro::tch to th-: question "F ' d,. ' h ' I ,. 1 

• ,. • 
or vnn, canr.'"lot oe separate rrom a11y o~ t c otn~r e emcnts or tne composrng-pc:n:orm~-:tg 
procesJ, and that there. is a hc~nri::r than usu:1l emphasis on the bttcr, not to th<: exclusion 
of r.:.sponsibility to the former ... the former not demanding a form but attempting 
to provoke many forms through, "cooperJ.tive action of discret.: agencies ... "~and at 
rimes, it:-discrete agencies. 
In the i!ltroduction ~o Folio I tried to cbr.Jy the no:ebook ideas and the synergy principb 
as they were meaningful t6 me~ a composer: 

" •.. to produce grap~ic situJ.cions, L~e implications of which would ~valve the 
performer's respons~ as a factor leadi.i;.g to mulciple 'chJr::tcteristic' re:2liz::ttions of the · 
·piece as an audible event; ... to extend anq intensify the ambiguity inherent in :L."lY 
graphic representation· and possible compo;er, performer, and audience response to 
it; a work, and ailY one performance of it, as 'process' rather th.m as static and 
.conclusive.n 
"T b . ' .... wo as1c approacn:s: 
1) a 'mobile' score subject to physical manipulation of its components, resulting 

in an unkno-..vn number of different, integral, and 'valid' realizations. 
2) ll ' 1 -y ' 1 b · -F r:_ • hi I ' . a cot;cepttta y mooL.e approacn to astc2.lly r.L\:ed grap1 'C e ements; suoj-::Ct to an 

infinite number .o£ perform.mce re:ilizations w\rough the inv~lvement of the 
performer's immediate responses to the intentionally ~JJ.biguous graphic stimuli 
relative to the conditions oE perf~rmmce involvement.'' -

Scores which satisfy the conditions of (1): "December 1952", "1953, for .Pimo" (both • 
from Folio), "Twenty Five Pages, (1953),. "Four Systerr..s" (1954). 

· Scores from (2): "November 1952" (Syne~gy); "December 1952" and. all of the scores 
from (1), "Available Forms I & II"·, "Light N1usic", "Novara", "From Here". Other 

h "H .d h" "C bb " "T. F. " d th "S . Q '" scores, sue :~.s, o ograp , orro orree , unes 1ve , an. e tnng uartet , 
are. basically "closed forms" but there are interior areas of flexibility a.n.dfor mobility 
in. \vhich "the performer's im:.'Tiediateresponses" are ac~vatcc:L . 
This b.·t~er category of "dosed forms \Viwt, 'mobile' LT'!tcrior str'...:cturesn se-:rns to create 
a further confusion as to j~st what Form acrually is. "Closed form" in these \Vorks me:ms 
ody that a definite seque~ce of Clients is given. The mobility within ili.: e.vents v . ..-iJ1in. 
the given sequence must, however, ceruL."lly modify :the formal effect -..vhich we ex­
perience from performance to performance, despite th.:: hct thJ.t it is a diagraP.!aticilly 
fixed "form". This is the kir1d o£ enlivening confusion bet-..veen form, content, md 
process which the artS c~'1.d people in gener:ti) must dd with now._ -
"December 1952" rai~es the qu~stion of \vhcther a \'iork-;vhose f~rm and content are 
different in each perform:ti1Ce C:L.i be cilled, "open form". 1'.1y personal ~rt.Swer is no; 

' l 1l d f J h •d · r- T 1 T • 1 T 
L!:lt to oe ca-..c open orm, J. wor=-: r:1us~ ::-..vc J.Il t ~nCH!J. Dle cont;:nt · .. vmcn c.1n wen. 
b:: farll!ed •.• as in "Twenty Fi•1e P:1gcs" or the "Avaihble Forms, \vorks. By this d ,.. · · "D b 1°-?" · · ~ · ll · - . - 1 " · · '~ :::r!mnon, cccm er -_, ::>_ 1~ not J. p t~ce o ,_ rnus tc 2.t 2..... ; 1t 1s J. mu~ ~c:! acr:::v:. ty .,. ' r-F d T~ - ,. 1 • - b ' - . r 1 
'. ' ; !:.-~ n. p ~-.!.or:ne . .!..: s cr~2.i:~S 2. C L : rc~cr con1:u:> ton CC:lli S~ t n e r.1omcnt 1.: 1s p~ ::- 1 o rmea 
" D.:ccmb::r 1952" is J.S !:1uch a r:t:. usic.al work as :tny evc:r l: c:ad . .. · it is o nly ones 
:ttt:1chrn.;nt to th~ ac:1demic concept of "liter:Iture", J.n :1rt objt?ct, th:tt is viohtcd. The 
fon!::. which it t:t.~es elch time is a form of coUc:ccivc consciousr:.css ::ts it mov.::: :; throu~h . • - . 
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a bbyrinth of : en~-i~onmcnt:ll i.nJlucnccs. A p:rfornllncc is composed rath~r thu.n a compos!tion is pcrform~d~ I prefer to thi."l.k of form :1s the result o£ ;2ctiv~tY. in rcbtion · ·.to a "hbyrinth of implications" rath~r thJ.n as a £..~ed cori.figur:uion. · · It is clear :hat th~ simultaneous exista.ncc :md non-CXlStJ.nC~ o£ J. '\vork" such'as "De­cember 1952" can cJ.use_ considerable consternation in terms of critcriJ. for judging it as .·. 2 composition. \Vher.c _cveryching changes from pciformJ.nce to performance except the graphic "key'' an:d the basic i..ilStructiOfl...S tht:re is little f9r trJ.ditionJ.l attitudes of music · criticism to 'judge". The sheer exp~ricnce of it as an audible mu.sic:2l event produced by collective human scnsiriv-ity and m~siC1Jity must, ho'.vevcr, be accorded ·. a very high d~gree oE comider:J.tion. This i.s by no m~J._r:s i:ny prin1ary concern as a composer but it is o£ con.sidcrabl~· ~port~ncc tO '\vh.at. is Art"'. I~ is absurd, given the ·potc.ncialimaginadv~ flexibility of the human n14'1d, to insisc that only a '\vork". produced "by one mind, lil th~ rorru.ntic "ivory tO\Ver" of sl~epl~s, m."'ci.ety ridden isolation, after 1 f " _l " .• d . h nl <C d " . ~L c th I 1 1 "Ar " I . . 
weeKS o vame · Jl! gm~nts, lS . t. e o y- pro · uct V/Or7.ny o~.. c 2oe t . t lS not possible, given any degree of optimism and generosity in reg:1rd to people in general, to set a. time linut on creativeteflection.or a lirn.itation on the number of peoole involved ~ the creation •.. that is to be a victim o£ tradition, and i£ tradicion w~;e the inviob.ble criteria ·we would still be barrging rocks togech:r as our highest form oE musical com­~unication. I only speak . of ·this because tl-.is work, which is admitcedly not "my" work (only my idea for a '\vork"), and seems ~o me to be a most illtense possibility of · co~un.i~tion !!lith a..""ld to people, hJ.S been said to be "nihilistic". I£ the results oE this · kind of activity put pre-conceived "compositior..s" in a bad. light, it only indicates that we composers, as L""l2ividuals, have much further to gO. · . ·. There ar~ differences bee-ween concepts of order, structure; and form, but it is extremely difficult to delineate them in any useful way .•• they always co-exist in d.J.""lY intdlectu:U , . or i..11tcitive process of rna. ling or doing. In the p:rceiving of anyd,.ing made or done the intelligibility of their exact function is totally beside the point, obscur-::, and, i£ th.ey have been dealt with properly, totally Wl.i1eccessary. There are thous.:...'1ds of pte:es of music . which are well ordered strUctures imclli.gently formed but tkt is obviously not enough to satisfy the demands_ of J..rt ••• or we would not be here discussi.~g Form i.11 new music. Ae1de.rnic cra.ftm:u"Uh.ip on inherited criteria \vill not resolve the qucs~on nor satisfy the tmique conditions of involvement which. our pr~sent "climate or consci~us.ness." demands from art. · 

Of course there is no such tlung as a "formlessH thing. It's like what we cill "disorder"; :lS Bergson says, di.sord;;r is merely the order you J.re not loO:.~mg for, aad that's the way it is wi.th "formless" .. If something were really formless we wodd not know of it's · . , fi 1 I . th . . h" . . " d" 1 . hi " 
. exJ.Stencem tnc. t.rst pnce. t lS e same :vay \V1t no conunwty m no re atl.ons p • All ~f the negatives are po!.r1cing at "vhat they are chiming ·do~s not exist. Ic is the same -i·hen people claim that t.~ere is "no communication''. It is obviously ~ matt~r of · attitude •.. mental in~r.ciJ. ... calci.fic:ltion of outlook ~ •. so much easier to say "no" ~ nf 1 ~ 1 • • d h d h c . " ,. " " . 
tb.a.'1 to c_o rant ~'1~ actuJ...L stcuJ.tlon an nn t •• e new w~y o .. acceptmg yr::.s • Yes _ ti for a very young mind. 
ThJ.t le:1ves scill L~~ possibi.licy oE "good aud lnd" form, coat!nuity, rcbtionship, commun.i.cJ.tion, and o£ J.tcicud~. Everyon~ m:1y of course phy thJ.t g:::tmc but one of the rules is that you do not crit~ciz : a ver/ good d~~+.J.n. t fo r b~ing a 1;cry :tv/:, .,\/J.rc! l~ors ~. C [ b • J• I J ..j I h . . . . ( • or a lOrcst ·or cmg :1 Gl:iO rdc r .y g J.ru;:n , or soc:1 ~ ot.ne r sue nu.suH;::rprct:>..tlo n o. mtc:1.t. 
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''This .i> not a 1nystical stltc, bl!t the J.ccumuhtion of dccisiom :1long the W'J.}" :md the ,. j · c a: · b 1· ,. d 1 al ,. t_ • • • h 
era..:. ~f :2::.on ol coruucnng c_: ~~s tO \\'::tr tnc tot . eng:1~cm~i1t o: tn.c sprlt m t ~ ex-. • r . S .. -- l . . . I , ' t. r '!l b 
p::~j > t o:: o. m~:.;:;.1.:1g. o d~tC \.LC 1:> ell-: 3ttJ.illment nat, wncn ue st.1.te r:as nnLy :=en . re2cb.:d, i~ sccos t..~:lt a rrt::L."\.i:n.-.;r:-1. of decisions has already been m:2.de in the proc~ss, ' ' . I h d .. . ' ,. . d li h - ' . , tb .. cr:!~ tn.c J.rttst :.as reac ~ a lur..JCl~ss sp:tce o~ ~r a11 g t ~n w;.ucn ... c. spu·rt em act · f ~c~ly 2 ... i"ld \vich unprcmcditat;;;d knowledge. His ~ccion is inuuc:diatdy art, not through 1.,_. cl ' ' . b h 1 - 1 c ' - h . , 
v.i!...:.l, not 1rougn estncnc posture, ut t! rougn a smg1eness 0.1. purpose wruc IS tni! r-~sult of all the rejected quJ.1wc:l:ions and found convictions forced upon him by his stbnc;e ascent." •.. "Works of this nature arc new in the history· ot \V estern Civilization 

~ -
a:!d en~ spiritual state of their crc:1rion is as different from that· of previous artis~ as is , 1 1 ,. , • • ,.,.,. • th £ . . - - , tne _oo..:>. or tne p2.1ntmgs Cllierenc ti-om at o pre-v1.ous p::unb..11.gs . 

. Fran.k O'Hara, on Jackson Pollock, "Ac~on Painting". 

"Disparity i..'1. form, color, size, weight, motion is what m:J.2<es a composition, and if this _ is :J.lowed, th.en the number of c1~2ei2ts can. be very few ••• Symm~try md order do ~or .G"la..t:e a composition. It is the 3ppJ.rent accid~nt to regularity which the artist actually controls by which he makes or mus a work.." · 
Aie.--andcr Calder 

·rn progr:un notes and articles I h.r.·e frequently reported that my fmt. thoughts about 1 - - .l 1 . 1 I ,. , d. . ,. " 1--ili. , d 1-- • 
m:L-:L."!g mus!c:u wor.'<:s m ~v.cat C1..!1ea a con 1t10n or mo...,· ·ry • a .. r1 ~: ..... at 1s now . __ 1! d " £ n . - (, d b th " 1 "l " r h l't- - l 
Cllle , open orm , \Yere m.rmer:ce y e mooues O.t.. me .o..u.;.er:.c:m. sCUlptor .L\l~x::L."!der Calder. At approxi.u:..J.:~I..-.· me same time, around 1948, the naintings and 

i - I . 
A · "'NorkL.,g methods of Jackson Pollock began to be "~wviddy publiciz~d in America. A cor'rehcion \vhich I .made (rightly or \':rongly) bcnveen u'-lese nvo artists and their , , - l d th - . I" • • 1 ' b . . . . .t::clruc.:u m es enc pomts or ... ,.1ew ba.s oeen my ramer o sesw-.re pn.ma.ry motlvanon a.s :1~ artist and composer since r.\:at: rime. The first 1vorl-w which I consider practical 

I 

. 

I • I" thi - ,. - . . (-L T d th ,. u l 1 , 

exte..1..5tOru or s pomt or VIew u"lto mus1c, mat go oeyon · e stage or noteooo:o: s};:ecche:s) ~e in Folio, (1952-53), 2..:-:.d reflect both of the above utist's ciurac~eri..scin ~.~:hich I feel are applicable to the composition, form, and perfo~nlli1g an.d e-"'<perienC.:...ng ' . 
. 

01. ffiUSlC. 

People who ;1.re ·not qUite convinced w.t:at this kind of :1ctivity should be goi.TJ.g on in . all f . th " bil " · · d · th rr 

mus:c lt very o ten pomt out at my mo es m nme o not gtve e same e!!ect (~xpe.cienc:) a.s a "mobile" i.11 sp:1ce. This is obviously true and not at all what I expected . ' d T' .1:c: . t· - . d . . • . th " . '' .l 
or L-:.tenc.:! . ne Ulilerences u1 re---.........iz.:ng an perce1vmg worKS m e qm.e a.rts ana. . in: th .. e "space arts"' is exttemdy signi.Eca..TJ.t :md it is not possible, nor desirable~ to try t.:> male J.J.:.y 1 to 1 equival~ce.. · . 
A si.:ril.,r ovcr-simpli.fiotion is oft:n applied to questioning the validity of the spon..o.- · neous, in per£orma..'1ce, forming process which I have asked conductors and/or musici.ms. to apply to the redi.ntion of sorr.c 0~ my works, which I rdate to the imme.-!lltc, •::1c--...io!l" tec~que o€ p:llnting (forr:llng) which we know from Pollock. Here ·o.ho, it shot..:!d be obvious tha~ uo simpl~ equivalcnc~ on be :rnack betwecn·the rc:aliz~tio~-md ~5:.~c.: i.z1.·-.vorki.'1g u1ac way i.."l. the t\vo media of time and sp:1ce.. 
r~ is kcil:= J.:Id dull to think of thcs~ L-lituenccs from other :!...rtS J.S models for music mJ.k.i.:10" 

. 
. 

0 
' ... .•. - -~ ·- ~,~-' • ., c J.., • ~ · ·; ·~-.,.-~ h-- !,._• . . • " , ," ,. h . L 
·· . ... .) ·--- lL ··-.) OCCu Ol C..c! u~.:n-.; ~~ .l"h ...... -...~1. tO SCc! tl-.. UDG ...... LJmg . poctC) Ott e \'•OC"-:l!.,_j :-;.ctions and to try to extend only this essential quality into :m experience of sound 

. . -- ·-- - - . . .. - ... __ __....;. --
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in time; the means, the rnatcri2.ls aad· the effects m~st ncccS"s~rily b;:: dif[crcrit, and my 

lil.tCilcion WJ.S f'.e\·cr Oth ·.:r'l.':l S ·~. 

After til::: ori~in:J i.nflu-.::nc:s i.n this dir~ction from Cald~r 2-nd Pollock I folind th:.t th\! - v 

b:iSis of the gcncnl point of \'~:.::w is reB~ctcd in :1:1 2.stonishiag numb~r ·o£ areas of thought 

:wd actio a, in literature, philosophy an~ sci~c.ce,_ as well as in th_c "pb.stic" and p~r­
form.i.i1.0" arts, 2ud it's imoort;m~e seems to h~ve increased consldcrabk since th:tt time.' v . ..... .I . 

I am obviously v~ry much i..:. sympathy with the obs;;rvation of Baudcbire, HThe arts · 

aspire, if not to complement one another, at least to !end one another new energies." 

As to Form i11 particubr L'1 my "open form" "\vorks, I have pri..-narlly asked that th: 

form be left open until it is necessarily_ clos~d ~md the Inaterial formed by the 

d . . L:_ 1 c • • 1~" r • h h 
responses an act1ons \VltilL."l tne per.~.orw...u'1g process 1:se_r ... per-rormmg rat cr t ~n 

pre-!ormi'1g. I have -not, howe'ter, prohibited· pr~-thi...rL.<ing and pb.nning of V:lripus 

kinds~ in reh~on to a performance of the rruterials. It is obviously not sensibll' or 

- · _ desireab1e to expect "no-mind" in the proc~ss, and, in hct, the endl~ss extensions of 

combinatorial possibilities, both before and dt..:r~'1g the perforrr.ing, are intensely 
• dCu} In th 1 • ,. 1 d . -1 1 1 • • ll nun ~ . e rcn:::arsmg o.c me compose rnatcn:u tne coo.at:cwr or mustcun natura_y 

responds t<? u~cir pot~ntial o( rdatiomhip to his own respomcs and to their associJtive 

potential as sheer sound materials, subject to the eatire material, esthecic, environn:ent:J 

{pre-Llllnking qu:1li.Eed by instant decisioru) "gest:1lt". Out of all of this comes, i..11 each 

performance, a form of these b2.Sically unchangin3 materials as t.\ey ~ave inHuenced and 

been .. i··1Huenced by \\.-hat I have composed a.'1d what I have designed as a· procedure and. 

by what u~e entire "gesult:" hJ.S provo!-.;:ed. 

This probably seems .radic:J md not to conform-to the general idea oE how a composer 
· d 1 ~h 1 1 r b ., d " · " · _lS suppose to wor~. l e aoove approacn m:2y ver:y well not e e2l!e composmg m 

the old sense although it certainly has something to do \vich the production of a music:U 

expenence Which did llOt exist before the "~C?:!lfOSC!:", did W0.2.t he did .. I£ the WOrd 

"composer" does not apply I am perfectly willi.11.g to be called, "a de:iigner of program-"'.., ... _ ;;,~ ­
mesn. This possibility is presented by '\vork ~d workingn concepts outlined ir1 a 

series of essays called, "Designing Progra.m.n:es", by Karl Gerstner, CPrograrrune 

_____ cntwerfe.a", Verlag Art.~ur Niggli AG). "Designing a Program..-rr..e" is similar to the 

· procedures I have described above 2.nd somewhat u~..li!-\:e the tradition:.?.! concept of 

ucomposing" in ul.:lat (as a negative attitude would say,) u~e finJ.l step of defmicive 

mgement is left out, or, (to sc: it affirm:.?..tivdy,) t..~e final step is to allow ·a:1d to 

provoke (prograrnme) u.\e possibility of many valid arrangements o£ elements. This is 
a process of itzclmian and e...\:paruion of the concept oE "a work of :.?..rt" rather than one/of 

det_erministic contraction and exclusivity. One docs not di..rn..ii1_ish the amount of 

"meaningful" control witJ,.i.Il a work but seeks to create the \Vork as ail entity, a quasi­

org'mism, 2.i."ld to 
11

prograrhme" a life for it within which it comes to find its shape, 

c...~ten.slou.s of n-ie:...-ungfuL"'lcss, and ics mulciplc formal identities of its basic nature 

(composed) through its programme of proc.:ss pot_~nti:J.. 

R.:mdom Thoughts on Form and Process:-

':\ I l" , . J 1 'I l li . , T • • • • T 1 ' l 
.Lil::Ll.HIP.~ SJ.tu ti1J.t ~c v;ar:c~c. to re nqul:irl. c;1;;: ~:L!.~uttv~ to t:: -~ v:or:::..s tr~~msc •,·;::s ... 

this doesn't mc1n that he i...rltended to diminJ.tc th~ n1ind:; on eith~r end of the process; 

f 
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only that tho tllJtCrblj bctwccl! the writer ;md the reader b~ rJisd to the "power" of, . 
amb!~uity. 

The "strc~un of coasciousnc~s" idea h2s been sent up the ri-ver and his spavn1ed a "stream 
of m:-consciou.mcss" mystique ~ .. neither on~ is a very gooJ id~a by it.id£ buc the htcer 
hcks that u.ncertai..i ·some-thing .. (It is imporrant not to confuse rr..indful ambiguity ·with 
mindless in&xision.) 

Is it ·more impo:tant to fill a form or to form_ a filli.ng?_ · 

Phr~ses by Iavacnce Alio\~·ay h:1ve som~ching tb do ;,vith :ill: ()f this: '·reduction of 
esd-:crjc dist:mce"; "non-hiaarchic:J · ~·ari~cy'-'; · ~·Tn:: objectS. hav:e :t."l aacmymous 
. . . . h li . ,, (r 1 :\ ,f · .1 J l G 11 b l hi' .. mtu·n.J.cy wu~ our O\'in ves rrom tne 1v1art.na ac.--:son a.~cry rocnure on e::u o1t1oa~ 
'=N"ev.,- Forms -New 1-Iedia"). , · · (/ · · 

. . 

Not to express oneself but to seek insight L"ltO oneself and oth~rs. Discovery of pote!ltid 
through cotlirontJ.hOiJ. with a work. Inclusive methods .•. Unity o£ dispante dements 
and impulses. Form as the relationship of u.1e n;ind to the materials as they evol ~, inter-~ct . 

d l· " • " "· C: • 1 "bl £i 1d C r " • . an <Hscover mearu..TJgs ~ . • Lu.:.rute y extens1 e e. 0.1.. rorce ... umer energy ••• 
synergy! 

1fhere is no reason \vhy it should be irnportJ. .. I'1t to anyone else but I am not content 
., l . ~ h ~ . h l .. t • 1 "il~'1 t11e p1ece or p:1per as tl c contJ.mer ot t e wonc ... tne score can Of'..!Y contain me 

potcnci:tl of the \vorki.i1g; the di.=ections and suggestions as _,to where the work and ilie 
performers might go ... they \v-ill add also. Only Thite itself is hrge t:nough to con-
. . h k h b l 1 " 1 " d . . 

l
::un- t1: e wor.' ••. tl e score must ecome e-v-en _ess tne . \YOr:\: an rnore a scenano 
graphic and verbal) ... the \Vork is l:::.rger than any possible description o£ it. 

•: would li..t:e to have; anonymous materials (subjectivdy) passi."lg through momenta..r-y 
tJ.bility and dear forms ... multiple r~ponses ... opposi::tg forces forci.1g by e..mting, 

lnot by forcing ••• u.n.lim.ited occasions for ir1cident ••. enlightened uncertJ.inty .... 
restless, tranquile .•• coordinated ambiguities . .•• _etc. 

£-.totes to "Available Fo;ms": ....... 

Tin:e is the structur:U element (as sp~ce in visual arts). 

The Events have flexible time orienution but each basically diHerent. 

· The Events have .fie.x:ib!e loudness ootentlll 
.1. 

The Events have flexible· sequence J.nd over-hp potentlll. 

Th= Er.-·ents have fixed frequency fields (shlped, notJ.tcd). 

The Events h:1ve fixed ti.:nbre distribucio.r..s. ···-.~~~.: 
·. ~--

' .. -; 
\Vhcn time (rhythm, tcmpo,contL!uity; stops, holds, st=u-ts,) andioudn~ss ::md sequence 
and juxtaposition are f!exible, Form must be Idt: open for the potent1J.1s to oper:Itc. (Fccd-
1 1 , 1-. ,., ·sr r • • c: . l . . . 1 I 1 I c: c.-: ::: c t-..•/c:cn t..c .evenG 23 r! cx . .:. !.;: O!JjCCts, uu.l.rut-.::.y combL"1.1Coru., :u:~ co;wuct9r 
p.::rformcr .•. .ivblhrmc's "opcr:1tor"). .;: · .·; 

1\"'c: r~-crc:J.~1g :1 prc~oncc ~·:~d form (rc2di.n:; + roL: gh ;1 thtt::J b ~t Clc:.1ti.n~ , m the 
r.::; ,:: ;:nt o f l~c J. ri il g, ~ fo L"r:1 ::trisl..-:g from rhos-: u n iqu~ circur.: s:Jr.ccs of composing, 
rt:hc:l:-si:-tg, working md r.:sponding 3S one. does only in th:1t mom~nt. 
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" · b 1 d · · ' · ' 2 r· Tr:c 25 r. ::;~· :; Iii:l)' ~ p.2.y~ Ln 2-Ll)' s~qcc:-Icc; events_ v:lt ;u n C~C:l. tn~ syst(:nt mJ.y be reJ.J :JS ci::h~r rrc.:bl~ or b:tss clef; ... A tim~ structur~ .... nuy be..: pre-s~t by t1:c C ' • d£ h · d r 1 
'· h 

pcr1.orr.!cr, oe>t2m.::: rom t ,e composer, or arn'li:! - at spo<1.J.nco~1y aurmg- t1 c p::r-f I ill h 1 f b . ' 1 il . l ,. 1 • 
" 

orm:mcc .•. t ·\': _c seen t112.: tile :ts~c rrwo· e CL~m~n:s o~ tnc p1ccc; p:tgc scq'-1cr..ce d . . 1 ,. ,. . . d . d . ,. 'd 1 1 f f d'ff 
an l.ilVcrswn, c :.:;: Gt5po:;mon, J.n tlln~; J. ffilt or: a const er:totc numo.:r o 1 crcnt C f • •- 1 All ~ f ·T '1• • lid • 1 • h 1 
pres~nt.J.tions o .. tms rrutcn;:u. o ... wcse possww.nes are v:1 Witf'..lil t .e totJ. concept of the -,.voi:k provided thJ.t once a sdcction from the qcgc of possibilities has been m1d-::, it be executed \virh devotion and J.ccu..-acy i..rt r::,g~rd to the . time dL.:ratiom, atticks and iD.tensitics. The v::triablc factors arc to be deal: with to any d~grce of simplicity or comp1ex.ity intercscing to the performer. The piece may be played by -::.ny number of pianos up to 2.5" (E. B.~ June 1953). 

_Concepts: ~ · 

Semantic_ ambiguity of notes, phr::tses, r::icro-s~ructur:s, combm:rtions, s.:::qucnces, J.nd form (.rr1acro-s~ru-=:t:~c). D~liberatdy ambiguous forn1-conccption. ) 

Symbolists and Abst;:-act-Exprcssionis~ allowing "reader" to colhbor:tte responsively d •1 1 . 1' f ,. 1 1 • ' [f f • . .• l . d. -1 ,· 
an respons10 y ll.""'C.p....!..cs tne next step or tne . wor.c!. _twe:J oemg a mu . .J.n-or m2..1. set or rekcioi?-Ships \vitbin :L"1 "enviroru:nent" crc::t:ed by ~he auchor. (progr:1~e!) 
Schillinger, "!vhthcmatical Basis of the Arr.s":-
Part _One: Science ;?_Qd Eschetics:- "This Theory is Based on th~ Foliowi.r1g Postulates:-1. The fertility of a postulate. · 

2. Uniformity as the basic concept. 
3. Fraction.ing o£ Unity as the potential of evolution. 
4. Unstable equilibrium as a genetic force. 
5. The pr..nciple of interference as a factor of grov:th and evol1:1cion." _..P.1rt Two: Theory of Regularity and Coordination.:-
Each syst:e!TI is valid ·when funCtioning \Vithin its own strictly defi..-;.ed limits and its own operacion:1l conditions 0aws). . . We discover in the evolution of method that new processes call for new operatioml co.ncepts, new terminology and new symbols." 
•'Motiqn- dnt is, changeability i.i:t rime- is the post important intrinsic property ofmu.sic." 

· Are Schil.linger,s conditions met in the concept a..."1d _uprogramnie" of .'.'Twenty Five Pages"~ I didn't dun.~ so at tb: time of re:1ding l>im (1948) or at the time of '\Vriti.ng the piece (19.53) buc it now seems more likely. How fertile is a postulate allowed to be? Is the performer a "pri.n.ciple of interference as a factor of gro~.vth :1nd evolution" • 1... ~- t· d " " (p ) ~ · h " . 1 d. . " E "T 
'Wltill.Il a V::Ll syst~nl rogrammc ~ - n.Le t: e opcrattonJ_ con · tc.ors o wenry Five Pag-::s" (and sirnil:J.rly, "Avaibblc-Forrr:s" works) f,nvs? I b~gin to thirJ~ that thc:y are; to u.\e e:xt:'!nt chJ.t art Cln b_e l.;gisbted. 

From, '~Alex:t..'1d:::r C:J.ld::c", by J:tmc;s J. Sweeney, (tv1uscum of Iv1odcrn Art, 1951): 
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" ••• J. s.::-1~:~. ; 1 ~:;· ~0 ~: ~ ::t ·~c i .l~ S r> 1: i•d:..:.:::.;s ;:::: ·:;. f(.•r:m:; J.i! J :1~1 l.i :.,_l tt::b!c iE~~z ,~.>t in 
fr . .- 1, "~ •· .. ~-- ~ c c o ~J .. r" ...... ::d 1, i .. :. \..\,...._I.'~ J I 1,. 1,. c ...._1, " • 

"S~:1L::1c:ss of r:;1:tcr :md olJ:rusion of ·CJ.lcubtion ~rc the two cncm.i::~s·of spontJ.n:ity · 
of c:·:;:-.rcssion. f>,.cf1cct~ o n, C\'(::1. Jo'r:g ::t.:-HJ 2::-cL:o u rcf1cct:oT1, m2.y h.J.x~ bc~n CO::l­
ccrn·.;j i!l the Sc!~~c:!ttOn of th~ nl2tcri::t l. I3t2~ :l.:-1. C:·:pression .will nev·erthdcss InJ.nif(:St 

h b · II k · . . " spont:!!"l::iry i£ tint r.~J.ttcr 1:1s c~rr Yltw y ta ·c!1. up I.Iito :1 present expcncnce 

0 h " 1: . ·~) 01.n Dewey . . . Art JS .... xpe:1cncc . . . 
''B~c:tusc the J.ctu:U \vorld, th:1c L"1 \';h.ich \Ve live, is a coo:!bi.r1acion of movcmc!1.t 
and culmin::ltion, of breaks and reunions, the experience of a li-v·ing creature is 
capJ.b!c of cs:hctic quility. The live being recurrently loses and re-estlblishcs equi­
librium v .. ·ith his su~oundings. The moment o£ passage from disturbance to harmony 
• 1 I • 1'~" ld d r 1 ... f . ,. n tnat of mten.scst ue ... In a wor~ m:: e arter t 1e pa~~~m o ours, moments or 
fpJF;Ilmcnt punctuate experience with rhyth!T'Jcally e_njoyed i.ntcnrals · ... a world 
dut i:; L.Ushed, ended, v;ould have no tr:ll:s o: st.:sperue and crisis , 2nd ·\vould offer 

• · r 1 • r.- '}, 1 • • 1 rl 1 • t. • no opport!.lruty ror rcsoLutton. ..._:..; .• ere eve.rytDJ.I1g _1s ::urea~ y complete, tncre lS no 
fdfr.llment" (also Dev;ey). 
''Then the idea strud: him (C~dder) oE m.~~i11g ~two or more objects fir..d acttul 
rebtions L"'l space'. This was the .first fe:1ture of his nc\v approJ.ch: r:he orga.n.intion of 
contnsting movements and cha..Tlg~ng rehtio:cs of forms in space., 

I d l • • h b 'bl b • b • _:l H l •I• " f d t seem~ to me tn:J.t 1t rrug1. .. t e poss1 e t? r...ng a out a stm..uar moollity o soun -
ob}:cts in time. (The use of the word, H organization ... ot changing relations" must t:L~e · 

. . , f . 1 • " 1 ., , I h b . 1 on :1 new me3...'1L.1g, m t...'le C!.Se o e.:.c.•1er t:lme or space mooue . . . a';e o 'l10us .. y 
. "d 1.... " • • " b " I · . · ,., come to cons1 er tms org2..1-uzat1on to e a progr:mune re anve to environment ••• 

out of this comes "form". 

"I£ I ~ questioned; i£ any~ne wonders (as happens sometimes quice peremptorily) 
, I' d ' . . . I 1 ' T d. 1 , d wn::.t \vante to say m a certam poem, . .rep y tn:::.t... :.a not W:L""lt to say out 1.vmtc 

to .m:L.~e. and that it \vas the L'1tention of makL'1g which \.Vmted wh::1t I s2id .•• " (Paul_ 
Valery, " ... -\rt of Poetry"). 

From my notebooks, 1952-55: ~ 

I have clways been dra';'m primarily to mJ.gic a.T'ld mathe~atics •.• in that order. To 
m~g1c in u1e sense thJ.t everything is and :13 it is, it is magic:1l ... I don't undastmd 
it ... the impenetrable ~-lite complexities and COD..Tlections of J.li things.' 
If it is possible to understand 1 2 3 4 5 it is possible to understand 9 1 3 6 8, but it's 
m2...l.ing a problc:m. Not of underst:Lrdi.~.g but of appreci1tiorr. If it could orJy happen 
thJ.t appreciJ.rion W2.S understood raw.1er than u.-1derstanding be appreciated. Th::1t is not 
to depreciate understmdi.nP". 

- 0 

The necessity of the :1ppreciacion of the meaning being dependent upon the_ undcr-
st.mdi.ng t[1roug!t the meaning is mJ...<ing the problem. The a.r...s\ver is in the me:ming 
beL!g the appreciacion. :.nd noc tl1e understmdi.J.g being the memmg. There is no 
co;.;bci.ng the r:1ct ·u.;:J.t this is ·wh~r~ we are now in art. 

Not to contribut:: to the 2dinql!e.:.cy of the . imJ.gmJ.cion .. ·. (~·::> bring about). "the 
crisis of consciousn~s duc_in our time" (0-.h .. x Ernst) ... to :illow tl-:c: crisis is the thing 
rrow to do .•. and be appreciative o£ the uni.ntdligibie meaning, J.nd there is the wrde~-
;~.~,...li~ -=" (.J- f"!.0Jj'.J'"SJ' . . _, ---·'-'-'. :::J \ J-' • 

. ~ J 

,.c. . '· .. - -
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Not to try to tu!d~tst:nd but to. r c:1Ez~ th~ b.ck of need to tmderst~.nd , .. which ·is all 
th:: und'=rstJ.nding nccess~ry ... (~he und~~starrdi.ng which st~rpJs:>cs alllo_vc). The lack 
of understanding_ which puts one b2ck into th~ flow of anyth.i..11g. The nJ.tural conlli"1uity 

;;,c~ everything is inc6mprch~ns~b!c ·f::om a:1~· point of view :md is only con1prehcnsiblc 
in the state p~cvious to point of view. Undcrst::t.."lding (knowl~dge) is an isolated set of 
approx:irr..ations settled for out of either i..-1dobnce or ego. . . 
The uillcy lies in the conception. Act -...vith the utmost intensity ·a.nd conviction with 
notJ,..i.n.g more than intuiciori as a guide ('55)~ 

Apart from u\e general .prevJili.ng _ indole~ce, th_e dl£Ecdcy· · pcop!i experience in ex- . 
periencing this · music is dir~cted· expectancy ... : which is to a degree natur.:U as in (I 

p_hysics; 'a body in. motion tends to ~cmllil in m(9cio!l' ... . 
~ . 

\Vith ·Folio ·(i9S2-_--53) I intention., 11y cxt~nd~d the compositiona1 aspect and the per-
forma...'1.cc process as far out _of normal realr.-J.S as I could : •. just short of produc;L"'tg 
nothi.Ilg at all. Within the s:1me year I wrote ·works h:r·ring e.xtr~mes of .frnite control · and extr~mes of in£ nit~ ambiguity, kno\vi.ng full \Veil that \Yhat •r \VaS looking for b_y 
somewhere in bet\veea. (I v/rorc a note to rr ... ysd£ at· that tL.--ne \vhich w:rs to the effect: .· . th· tb.li . l h l dl l ,. 

· at, tru 1es at a .pomt some· .. vne.re on t! e arc stretcne oer<.vecn tJ.-:e t>rvo e:.<:t:emes or . 
~paradox, and that L'ie point is ahvays fluctuating .•. as I was.) ('SS} 
(The above, from notebooks, are c~itical re:rctions of rr..i.ri.e to charges of, "no form, no - . _, 1. 1 d b. . . . , ·• ~ b 1 F • b ,_? contmUlty , eve1e y musrc cr1t1cs wrrcn coru:ronte~ y ~-or.<:s o_ rr.me etw~e.n. :J ...... 
;u:td '55, regardl~s of whether they happened to ~~ :5...-..::ed or open form, pzecisely 
nouted or ambiguous graphics.) (This still happens_,__9f course.) 

· From notebooks> abo!tt 1959:- (relative to open-form wor.6, "Folio,, "25 Pcgesn & "Avai-
lable Forms". .:';: 

I em aclrcire ~\e form of 1ny conditioned emotions wi~1out goQg to all the trouble of 
writing them down .•• what I prefer is to discover the continuity (forms) md dis­
continuity of my en1otions as they arise from a relatively unconditioned comple..'C of 
stimuli. 
The recognition of these conditions (reb.tion.s) and t.\eir conte:<tu~l use is not based o~ · 
function but on th~ir Ul'l-conformed existence. (Not used for rhetorical effect.) 
A unique ind~pendent existence for the \York •.. keeping myself and performers at a 
distmce (;1m.biguous) ... the work to be its O\vn den!"ition. ·(revelatory rather. than 

· clechrn.atory.) 
Lii~e ~ost "over~'' technical principl;:!s which carr be isob.ced fro:n C_?_ntexc ~nd foGnub.t::d 
in.d~_P.:ndcntly, 12 tone techPique took itsd£ toQ seriously =tLid h:1s "tec~...riqued" icsd£ to 
d::ath. 
The e.xcici.r1.g dicotomy bet\vecn method (technique) and spont:meity ... d1e mcthod­olocr1r:J s ·~•·nrir.· C~ 5 :- t, :l ' : .., : ." .~- ~ - - ; ., ~ ~- i ~i - ·~ \~·o,... .r-co,s·io n~ ·pon-,,., ... ;,...., · 0 ·- .._,._ .. ... J .. -"'~~j,.~ .... l .. .;:,. - ... ·-" ·-"'"'' 1 ]

4 
- - t. ... \..._ - · -' .J t l-.L- .LL -.:..LJ• 

Not to impose! m emotion:tl J.tmospha~ upon the m:tt~ri:tl but to observe th~ emotion:U 
~tmosphere of th~ materi.J.l rf:)·Lt!ts. (new and unsusp~cted :-!!ld tmexph.!_.-"t ;c.bl-~ rebtioll.sh.!.ps :1nd e:-;--,a rio ,-, ·tl - · -.., ..,L .. - .~s) c'" •n~ ,-, 1 i:,,a o~ ·, .. , !:,.· t ~~ • . ·y • . ... . . . ~ .. Lu•. ·;: ·•- -- '- .•. i1~ t .. .. ~.l- L!.0 _ '- '·.:: .. . 1. ell .. . ___ ._ 
D;:t.1cl1cd obsccvJ t: Lo n :~.;":d dcducr:io:1 of prirrnry co:-tdicions of sound ;c.2 ~::::onditionJ.l . 

67 processes of combi.nJ.tion (the tcnt:uive~ un.foresccn. implicit). 
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It::.:i:d!catton of arnbignitics :1nd pJ:J.doxes ... rebt·iv!:: ~J.d fluid rather than absolute 1 d c: . • 
. 

::.::..:j :l:1U ·C.trunons. 
~!:·: :::: ::1:c chlrJctcristics of todJ.ys a~t \';hie~ may pb cc it closer to religion w\1.n. ·to ''-.:: ::-] o~ ·:i:":rcd cr2.£cmanship". 

R::~::~·::::t bc:d!ground: - . 

"T~~ fo~rn irsd£ makes ;n en~Iosure, but this, as a reflection of a theory of coruciousnC$s,. 20 -:!s ~ot stand as a rcceptad~ buc as a field or activity, 'a space of tL"TI:! that is fill::d always ::: ::.:: ..,,.-::h moving.' She had, to a st:1rtling degree, no sense of alicn:ltion frorn the uni-·. ·::::.: ·:: ~JLlt took it J:i a miraculously given thing." (Don:Jd Su~he.dand, on Gertrude Stein). ·'T:-.:: :.;·...: si.r·-~ss oE art ••• is to live in the actual present, a..J.d co completely express that cc :~:;::~.:::: a·:\:!..!al present" (G~rtrude StcL.J.). . ··r .1;_ I not any longer ·whe:LL I se~ .•• is _at the bottom o£ creJ.tive activit:y.n (G. S.) '·T~.:..-:;s a r~ togerh~r well enough by beL"1g next ro each other and very ~~en i£ in.sid.= • • . 
1 1 

r • 
• " (D ald S th 

:: :-:-:-::.:: :.:1~, wnemer a moment cr:.consc10usness, a space or an action on u cr-G..::d c=:. Stc!n). 
.. .· ) "ii :: C:l.."'l be done why do it?'; (G. S.) 

"I: ~2s !..~a ,,yay been the mission of the 20th. century to destroy progressive history and ·c::-~ :?. :: a sU:gl~ llir!e irr ~,vhich eve:ryrh.!.r1g L"'l the past an.d possibly the future ·would be s~:i.:.:2~0l!S. Proust md Joyce bot.~ did it i..-J. their ways and Gertrude Stein did it in :;~: -.,::.v." (D. S.) 
·• ... c::'! necessity of everybody rejoiz1.i..J.g lili~ of the valley a,nd everything.'' (G.S.) ..... ~ 11 dnt \Vas necessa...-y was ~\at there "\Vas smnething completely cont2ined ~vith!.n ::: .::..: ~ .::~ o ~ i..':.g coru:.a.ir..ed within itsel£ was moving, 'not mov·i.ng in relation to a.."1.ythi.ng .::: :~.:~·:ing i.r:t relation to itself but just moving. I thin.\: I almost at t.~at ciiq.~ did this .:, ; ~ .- " (G S) ~--..;5· •• 

"C::: =:.y say w"-lat the isohtion and e...'<:trica:ion of im..rnediate qu~l;r:y from the whole :..1 ~:: ~: ::.; compie..-.;: of practical relations ar:.d asso9ated substantives has been the essential :::-:,;~ s c£ :.::t in ~;e first half of the 20rh c:nrury.'' (D. S.) ..... c:..:c d disconti.n."uous m:ateriili and forms - materials and forms which Iuve ':a=~· ::.::.d d..:-e 'composed'- a continuum or intensity, which is not the sum of Farts.. s::~ ·:::~ ·~xprcs:>ing' a concinuu..rn of preser:.t movement, ma..l.cing it i..t1trinsic to the work . . : :.:::~ ,-=-~~:his !:1..T1cr thing is complete, n\)t as a construction but as a continuum'" (D. S.) . . -· . . al . ' d ·t.., • " "al d ,. , . "- li , 
:_:. ..: :s ·::_·..:ccJ.t:on most preru.eq cscnues the maten san rorms concept m ro ·o • .,..__ ~ , d • 1 

" ~ ·t T l r H l ) 
· 

-J ~ .:; ~s :..:."1 lit cne more rece..'1.t 1\ vau:.to1e rorrns \VOr.:>:s. • • • • • ,..l • - l1 th ,. l f h h . •l 

j :;;·:: :3 ~-..!e!::d. rewy e great poet or. a new pnase o t4 e uman conscwusness. Lt:.<e ?::-::~:..:: : 's or \Vh!tehead' s or Ertstein 's world, Joyce's world is always ch:mging as it is ; : : : :::·.-~-1 b•: di.Ec:ent observers 2..t.'1.d bv thern at different t=u"Ties. It is an org::u-llsm made '~• :: : -: ·~·:::.::;~·. wf,icn m:1y be ~en ~ i..-illnitdy inclusive or ~..firitely smali and ~ch ' . . . . l: :_ ··~~: ~ :: :...~·.:c_l'ies ill the row\~rs; ~d e_a.ch ?E tbes~ events is unique. S~.:ch a. '.~orld ~'"lot . 1· - ~ · : · . .::::::::. E1 terms oc mch arnfia::ll aostr:1ct1ons as have been con?cntlonal m the . }>-::. : : ~: ~i r;:s:::u:ions, groups, ir:.dividu~ls, which pby the pJ.rts of distinct: dunble -. ~ -· .. . :· - -:. ~ ·.: ·: :2 ::. oE solid _?sycho1ogic:.l bctors: ... " (Edm~nd \"7/i.lson, ' \ \:.;:d's C::t:.;clcn
7 

:.) tl:~ p:rc.:ption of structure is motion, for our present modd oE nature is 

.. ···- --··-- -- ·-· - - --
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o:~c i:1 ./11i~'n rL: st2L)~~ soLl v.-:Jl oE s~L~:2:-:c h:"~.5 gi•;cn w:ty to a co:1cc2~ioa of. d!!;J~:>-
~s ftcl~ s oE cl;·il :_;a:c cn~rg:cs '' (G.yo::gy Kcpc5). . , . 1 T ' I . f rl t - • • I • "lt n::J.y seem a pJrJ.uOX: tna~ one oc t tl..; comc:rsto;-!.es o mo_ern pnysrcs 1s sorrtcmmg 
c:1Ued th.c pcinci~tc oE uncertJ.imv. The idc2 of i!!d:::t-;::rm.in:!CY J.S a ndc of science docs, 
- ~ 1 · , L 20· h , } ., , , (G • G . "s . .fi m tp.ct, G.Lsturo mJ.ny c. ccntr.1ry p 1uosopi1crs . ·corgc J.mow; m ctct<~l c 
Am~rican'') .••. ac.d, I wjght J.dd, m:my n1usicologists. But, :1.) briefly reported above, 1t i.s ja s!gnificac."1t 2imcnston of thought v:ithin the ~'climate _of coll.sciousr:ess~· of form-J • • • 1 I" . • T • l li co:-hcnt-J.c•ion-p:::rc~ptton toC..2y :L:.c ror many y~ars past ... m tile vl.:i-.t:l. arts, . tcraturc, 
science, ar..d, fnill )', L"1 mus~c (E . .B., Form L'1 New Ivlusic) . 
..,....h ' "' " . 11 h . t 1 d c: . . " 1" 1 :.:; conc~p~ o~.. programn;.e \Vlll ~cco.m::, m t fl~ next yc::trs, t 1c c.:Jruttvc centro 
conc~pt of :2:-r, :2s we do noc j't:t 2.cccp~ it. Evcr·y thiug d s;:: inJi£e, be ic science or esthdics, 

l ·• • H• 1 1 " o; JJ T " • 1' " • . 1 If proillblts a return to wa s , mOllumcnts , tne museum ment2.....:.ty m g::ncr:2 . art 
h1s a..11ythi.:."1g to do ~.vith i.ntu~i:io~ , o;:- being "prophc[tc"_(J.S I am convi..'1ced ii: is), or wich 
someth.in:--:- mo:c than. s!.mpL; ,,,,ri1fuU sel£-indu1

0
acnce, it must cor:.t~·m~ in the direction ~ . . £ h G !f . "D . • P " (' r k Tl" • d" d • 1 1 o w .at c.::-str:.~r cam, cslgill.2.g rogr:2rr1mes iYl <?.r~·us h.utter 1s ere :tte wu 1 tne 

act·u;J titl·: of the book). I have only recently com~ upon this ddiniticn. of \vhat I have 
bei!n doing no\V for 15 years, but it also seems to be applicJ.bb to the: constructing J.nd 
"liberating" of a Calder mobile (his compositioD.al control conditiom the future un-
f . l 1 c: . - " ") d h " . . 1" f :\ ·1 1 oreseeao .. e con..t. Jgur.atlOns, Vl<?. process an c .. e composltlona concept o lv a.-
1-- ,, "L. " T' . --1 1 d h h I" 1-. ld urme s 1vre . ne "\-\'1.!1 ..... , tne rea er, the oper:ttor, u e pcrrorm:=r, t1~e wor ., _as 
coli!lbor:2Co: (consciously ir!.vited!) ; cl{e creacor, au.chor, as .irutigJ.tor (con.sciously 

• ) ,..,...! • -1 1 , • 1 b . . h t li program.r:n..!Jlg . 1 nere 15 a s:na..u but essent1a s~ep et'.veen acceptmg t..e puo rc as 
var.i~b1e (for 10, these many ye:2rs) an.d accepting the stimuli as also variJ.ble ..• a I 

• ( ·_J·. 1'=1 1 - li com~stency not essc:ntn.t L"'1 1ts~...::1 oet";;een concept ~nd rea cy. 
Giveri, that "designing prog.::-amme.s" ·"~;vill be an important corzc?t of control (not a tec!mf~,te), the \Vorks produced c:m a..:.1d \"\rill be J.S varied a~ _any group of works ever 
were, reg:lnliess of the dorninant "concept" o£ the period. ---
0 li . E T " • , uld b . 1 b ne extreme app canon o me programmmg concept wo o Vlous y e to 

· progr2.!!'....!!l~ fer :J. .comput~r, a5 Xena.l.cis has already done, and perform the results in 
the normal way in which music is performed. 
Another extreme would seem to be to cre:1te the i.nter:tionilly ambiguous graphic 
U• J1 d , C< • J7 \: 1" • d l1 tb . 1 • • _l b mput an tne program....'n.e Ol re.3.11Z2.tl0n, ail a.uow .e rJ.tlon:u-l.rratt.ona.t. .unun. 
computer cilled "min.d", to hlfil1 the potentials o~ the progra.m..n:e; as in "December 
1952". 
An aopro:2ch which fills betvreen these two e.xtren1es "\vould be the soeci.Sc material-~-

~ . t . U• ,. c "2- p )) l "A il b1 F , l h . l L"liO~matwn mput o.~.. :> ages or tne va J. e orrr...s -..vor.c(S, W!. cr~ only the 
forrn:ll configurations are "programmed" as infi.nicdy combinaioriaL (The "conti.i1.uu.n1" 
.flexibility o£ rim:: a..11.d loud.l.css probbits being :1ble to :urive at a finit~ number of 
permutJcions of the materiili.) I prefer to employ spont:meity in arriving at ~he mmy " --- ~, ' 1 f " b I . ' " 1 1 ' c ::.v:w.a!.J e orrr..s ut could :!.5 \veu emp~oy a computer to '>Vqu: out any numoer 01. 
combina'tions of the "ever.ts" .... This·, ho\ve•,oer, \vould eli.mi..i"1J.tc the "corrti.n.uum" 
ir1£nirv and also ·tlte "ooetic" i..1c~nsir<y o£ the ntiorul-irrat!on:U IT'.ind actt"vd·y choosmo-J .A. 

0 . d. . . d ' . . ' I ,. ...c • 1 • an rejec:mg 211 cnangmg ill tne actu:1 mom~nt or pc ... lorrrlL'1g .•• tne mter:.se con-r. . ' . h . " - lJ " . . . . Jrontct!Jt!, W-f'J.C lS poc:::CJ..:....V l'.CC:':$3:1 :-V to m~. 

The conccpc does r.ot d.i.~in;c~ :2rrythin~ \Ve have h1d before as ai:tistic potential, •• ·.it 
T , • , , • • • " I " c · _:I , 1 on o ruy r.~t,1 to me accep::..1 ol~ eX.!:)Ct ~g pa -::ttc o, prcces s~s now J.Vlli.lu.~. 
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