Earle Brown

Therc are two basic ways of achieving Form which continue to interest me. One could
be called a method and the other 2 non-method, ths latte r, however, should not ba.
taken to imply an aggressively anti-method atdtude on my part. I continus to work
with both of these basic approachss, at times exclusive of one anot er but more often
the two are juxiaposed or inter-relazed within the
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same work. S
i Thc ﬁrst, and the more conventional in that it is a “method”, is basically “constructi-

' : the genera
qualmcs of sound

of musical mate

ting of a rational distribution of u_rv'Ls,A aggregates, densities, and

>
elements; the numercal manipulation of micro-elemants or structures -
rals

obuau‘ a rational evolution and generadon of a macro-Form
asa quasi-orgnm: growth” process.

The second approac’i is to Form a5 a function of a comrﬂc“( proccss of not totally rational
dcvcloPmcncs within a chain of cause and ef=ct gxxndmo frorﬂ the original conception
of the work, through the graphic representation as “score”, to percornancv realization
as actual sound. It is difficult to describe this process because at every point it is'mors
or less 2 combination of rational and irrational signs and actions. Not irradonal in the

“mindless” sense but in the sense that the immense number of major and minor dacisions
which are madeata 1stages of the process, by all of the minds involved, creataa Iabyrinth
of cause and efect which is too complex to systematize before the event or to trace and
rationally account for after the event. Each dedsion and dave elopment is mthnscly .
~ mind-full but so full of minds that the subtletiss become impenetrable in terms of any
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* one rationale. Rather than a pre-conczived constructivist rationale within only the sound
material there is the conscious introduction of an ambiguous parameter; the human will
and capacities for resoonsible action {both technical ..nd esthe :c) as a parameter acting
and reacting upon the physical parameters which the composcr has describad in the score.
More briefly, this is the possibility of form as a functicn of people acting directly in
responéc to 2 described environment of potzatial . . . accepting the obv'ous facr that

there is no such thing as a tormlcss thing or event and wxs‘uw' for the co-exdstence of
57 r:z:v.omﬂ"y and irma 10%"“' i the “onf
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e dew lopmems which have taken place in extending the physical
parameters of sound within recent years it seems reasonable to consider the po:emiaI of

the human mind as a collaborative creative parameter. It always has been, of course,.

bu: to consciously extend itf ::’mr into the actual ¢ fon of the work scems to me
to De an inevitable and im;ort: t step; a step 3 t only expands the potential of
he conumnunicative. Dotcn‘iql,
it’s inherent muldplicity of “meaning”. Ra 5 in pomsibility of the

omposer or anyone else, it expar ds nd in : £ the dimensions of creating and

the “cnvironment’ of relatdensh R (the wor \) 'Du: also

perceiving. The performing of music is one o intimate collaborative involve-
ments that any of the arts parmit and the process and results are the most pofr:ntiau"
mbiguous and abstract, which is to say, limi: ple, and infinitc in cfect. 'I'IL.
d.m.cy and poetry is increased by libera

configuradon. One can not diagram responss, how can one formalize a cause v'h.ch

“'
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consistent with infinite effect: . . . by real 7*'13 hat every cause and eueccproc‘ss (which

everything is) is based on an infinite labyrinth of “Ec ed-back” efects and to ..ry and

balance the i input nd output factors somewhare between detarminism and 2 anarchy.

r..y.

ihs ILC.HO' Set is prol\1 ably basic to the nature inherentin every thought

B ;u.d“cnon .md as old as the first philosophical ¢ 2 al “non-method” of
: 2 E

form and forming is new to music but by no me ea for artists to

approach. ‘T . : : =

h his book, “The Art of Assemblage”, William Seitz guides the reader through th
historical aﬁc‘:grouqd and esthetic climazz of assvmblzo* " by writing on, ,,Thc

L.oc:at'on of Words”, and ,, The Liberadon of Objects It is'an examplc of how it is

becoming more and more necgssar} to explain any one of the arts by refering to develop-

ments in ochcr arts. For better or for WOES\., everything is being seen as being the same

thing except that the ‘ hcaf"lo is different, 25 someone said, and the light seems to be

falling on liberation in our tme.

The equivalent liberation within music would bé, “the liberation of sound”, and it has
happened, but more meormnt to me in a2 discussion on Form, (which is not an elemen
I an art (a5 are word, object and sound) but a manifestation of the dis position of elements)
;vvould be, “the Ii eranor of Time", TL.E cqu:valcnt of this in the phs':lc arts would be,

“the liberation of Space”, which I think has akso bappened but it is not the subject of
M. Seir’s book. It might have been the subject had Mr. Seitz been dealing with the
question of how does one proceed as an :Lr..s.. once the matedals have been hocrmcd;
and that is what I am trym- to get at. The liberated matedal demands very delicate
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bandling or ths essence of what we are lofc wuh viill escape; as it has in many cases.
& » . .

Asscm’obo-‘ et Hf“ <.nd Mz. Seitz speaks of, do not nccA to be P\.xLOrmC‘d in order

e new formal problems
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human intervention in the experience in the work, ‘and the infinite possibilities of

transformation and-in:inmcy of nuanc: ively (in the instant of jts bccom_ing "rsd"),

between conception and realization, (The other performancs arts, dance and theatre, are

both limited Tn this respect by the psycholegically “loaded” human body moving, and
the habits of words, resp-:ctively). S : .
Where there is 5o much talk of “liberation™ there 2resure to be very disturbing reverbe-
rations within the world of established, acceptable criteria. The “liberation” of ivords,
objects, sounds, etc., should be seen as diferent from the confusions surrounding the
idea of making them “free”, They are alrecdy free, before anyone even thinks of wsing

them. The idea of ther being “liberated” is relative to the use that they have been put

to (and enslived by) in the past. They cannot be more free.than they are but they can

be liberated from their conceptual inheritance, and we from ours. That is the poine at.

which we can realize that we are already as free a5 wozds, objects, and sounds are.
- Everything is then free 1o move in all directions to 4] meanings,

Thope thatitis true, as Marshall McLuhan says, that “The ower of the arts to anticipata
P ¥ P :
future sodial and technolosical dc‘fdor‘men-:, by 2 generation and more, has lone been
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Tecognized. . . . This concept of the arts a5 prophetic, contrasts with the posular idea
-COg P prop A pop
- k2] -
of them as mere self expression. Ee ~ :

One of the firs; things that I ever wrote about Form is the following, from notebooks,
=] o g

October and November, 1952 ; tnder the word, "Syn::gy":

“to have elements exise inspace. .. spaceasan infinitude of directions froman infni-

.+ tude of points i Space. . . to work (cornpositionaﬂy and in performance) to right,
Ieft, back, forward, up, down, and 2]l points betwveen . _ _ the score ('ocing) a picture
of this Space at one instant, which must nlways be considered as unreal and/or trans-
Itory . . . a performer must set this all in motion (dme), which is to say, realize thae
it is in motion and Step into it. . . either si and let it m C

“all speeds.” '

In the notebook the 2bgye is connected to 2 space diagram of the “reading” principle of
. “December1952”n4 the graphics of that wor! actvate the

aboveintention.
> ey
which has

> “November 1952’

-as instructions: : e fens
o “Tolbe pczform;d In any direcrion from ay point in the defined space for any
** length of time, Tempo; as fast a5 possible to as slovy a5 possible . . _ inclusive. Attacks
ﬁay be intecprezed a completely sepacated by infinice space, collectively in blocks

'~ of any shape, or defined exactly within thae space. Lines and spaces may be though:
of as tracks moving in either direcrign (horizonmh'y at diffierent and varizbla speeds)

~
and clef signs may be considered a5 floating (vectically over the defined space . . .

The defindad sPace may be thoughe of a5 real or Hlusory, as 2 whole Or in parts.
-Either space (vertical or horizontal) may expand, contrace

3 » OF remain as it seams to
—be here. Versical space will van according to the performer’s view of the ﬁoadng
clefs.” =
Synergisin is defined a5. “Ceoperative action of discrete agencies such that the tor]
effect is greater than the sum of the two effects talen independently, (Theol): The
doctrine that in reg
]

= ”»
ey,
g % T
Synergy is dofinad. Combiqed 2
< d

tec action or Operation as of musclss, nerves, ete. (Me lical):
‘The combined h:nlthy action of cvery omaan of a.systam ; :

S ; i
generation th peration of divine grace and
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From the above notebook quotations (they and the scores ire published in, *“Folio and
Four Systems (1952-1934)", with other works, by Associated Music Publishars, New
York) and the “synergy” concept it should be clear that my approach to the question
of Furm cannot be separated from any of the other elements of the composing-performing
process, and that there is a heavier than useal emphasis on the latter, not to the exclusion
of responsibility to the former. .. the former not demanding a Form but attempting
to provoke many forms through, “cooperative action of discrete ageneiey. 7, and ot
times, in-discrete agendies. '
In the introduction to Folio I trizd to clarify the nozebook ideas and che synergy principle
as they were meaningful to me as a composer: :
“. .. to produce graphic sitvations, the implications of which would involve the

performer’s response as 2 factor leading to mulriple ‘characteristic’ realizations of the:

piece as an audible event; . . . to extend 2nd intensify the ambiguicy inherent in any

graphic representadon and possible compoger, performer, and audience response to

it; a work, and any one performance of it, as ‘process’ rather than as stadc and

conclusive.” A P Tl e e S

“Two basic approaches: . i e

1) a ‘mobile’ score subjéct to physical manipulation of its components, resulting
in an unknown number of different, integral, and “valid’ realizations,

2) aconceptuclly ‘mobile’ approach to basically fixed graphic elements; subject to an
infinite number of performance realizadons through the involvement of the
performer’s immediate responses to the intendonally ambiguous graphic simuli
relatve to the conditions of performance involvement.”

Scores which satisfy the conditions of (1): “December 1952”, “1953, for Piano” (both -

from Folio), “Twenty Five Pages” (1933), “Four Systems”™ (1954). :

 Scores from (2): “November 1952” (Synergy); “December 1952 and all of the scores

from (1), “Available Forms I & 1", “Light Music”, “Novara”, “From Here”. Other
scores, such as, "Hddograph", “Corrobborres”, “Times Five”, and the S tring Quartet”,
are basically “closed forms” but there are interior areas of flexibiliry andfor mobility
in which “the performer’s immediate Tesponses’ are activated. : g
This latter category of “closed forms with ‘mobile’ interior structures” seems to creats
. aturther confusion as to just what Form actually is. “Closed form™ in these works means
only that 2 definite sequence of events is gtven. The mobility within the events within
the given sequence must, however, certainly modify the formal efect which we ex~
perience from performance to performance, despite the face thaticis 2 diagmmaticmﬂy
fixed “form”. This is the kind of enlivening confusion between form, content, and
process which the arts (and people in general) must deal with RO, =
“December 1952” raises the question of whether a wock whose form and content are
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t2erent in each performance can be called, “open form”. My personal answer is no;

; = :

taat to be called open form, a work must have an identifiable contenr which can thea
al

I
bz formed . .. as in “Twenty Five Pages” or the “Available Forms™ works. By

e s : : e !
fmitton, “December 1952” is not a piece of music a: all; it is 2 musical “a
1

.~ . r 1 ok R
erformed. This creates a fucther corfusion because the moment it is pe-formed

Iy (S5
‘December 19527 is as tnuch a musical work as any ever keard . . | it is only ones
attachment to the academic concept of “literature”, an act object, that is violated. The

forn: which it takes each time is a form of collective consciousness as it moves through
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a labyrinth of "cmi'ir‘onrr}cn-ml_ influences. A performance is composed rather than a :
composition is performed. I prefer to thiak of form as the result of acdvity in relation

t0 2 “labyrinth of implications” rather than as 2 fixed configuraion. _ i
It is clear that the simultancous existance and non-¢xastance of a “work” such'as “De-
cember 1952” can cause considerable consiernadon in terms of criteria for Jjudging it as

- b . . % - ~ : .
.2 composition. Where everything changes from pertormance to performance except

the graphic “key” and the basic instructions there is little for traditional attitudes of

music criticism to “judge”. The sheer expericnce of it as an audible musical event

" produced by collective human sensitivity and musicality must, however, be accorded
-2 very high degree of considerasion. This is by no mears my primary concern as a

composer but it is of considerabls’ importance to “what'is Act”. It is absurd, given the
potendal imaginasive Hexibility of the human mind, to insist that onl y2 “work” produced
"by one mind, in ths romantic “Ivory tower” of slcepléss, anxdety ridden isolation, after
weeks of “value” judgmaents, is the only“product” worthy of the label “Art”. It is not
possible, given any degree of optimism and generosity in regard to people in general,
to set 2 time limit on creative reflection.or 2 limitation on the number of people involved
in the creation . . . that is to be a victin of tradition, and if tradirion were the inviolable
criteria we would siill be banging rocks together as our highest form of musical com-
munication. I oaly speak of ‘this because this work, which is admitcedly not “my”
work (only my idea for a “work”), and seems to me to be a most Lntense possibility of
communication with and fo people, has been said to be “nihilistic”. If the resules of this

- kind of activity put pre-conceived “compositions” in 2 bad light, it only indicates that
Wwe composers, as individuals, have much further to go. :

~ There are differences between concepss of order, structure; and form, but it is extremely

difficult to delineate them in any useful way . . . they always co-exist in any intellectual

" or intuitive process of making or doing. In the percelving of anything made or done the

ntelligibility of their exact function is totally beside the point, obscure, and, if they have
been dealt with proner! 7, totally unneccessary. There are thousands of pieces of music
PIOpCLLy b ) i2

. which are well ordered structures intelligently formed but that is obviously not enough

to satisfy the demands of azt . . . or we would not be here discussing Forn: in new music.
Academic craftmanship on inherited criteria will not resolve the question nor satisfy the
anique conditions of involvement which our preseat “climate of consciousness” .
demands from art. g : :
Of course there is no such thing as a “formless” thing. It’s like what we call “disorder”;
as Bergson says, disorder is merely the order you are not looking for, and that’s the way
1t is with “formless”. If something were really formless we would not know of it’s

-exdstence in the first place. It is the same way with “no continui ty” and “no relationship”.
All of the negatives are poindng at what they are chiming does not exdist. It is the same
when people chaim that there is “no communication”. It is obviously a matter of -
attitude .. . mental inectia . . . caldification of outlook . . . so much easier o say ‘no”
than to confront the actual sicuation and find the new way of accepting “‘yes”. Y,
for a very young mind.

’»” -
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That leaves sdll the possivilicy of “good and bad” form, continuity, relationship,
communication, and of atzirude. Everyone may of coucse play that game but onc of the

1 - :
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iR, ot some other such mustnierpreeation of intent.




“This is not a mystical staze, but che accumulation of decisions along the way and the
ecadidation of conflicting beliz%s toward the total engagement of the spirit in the ex-
' g. So difficulz is the attainment that, when the state has finally been
ed, it scems that a maximum of decisions has already been made in the process,
that the artist has reached a limicless space of air and light in which the spirit can aet
cely 2ad with unpremeditated knowledge. His action is immediacely arr, not through
~iH, not through esthetic posture, but through a singleness of puzpose which is the
rasult of all the rejected qualificazions and found convictions forced upon him by his
sitange ascent.” . . . “Works of this nature ace new in the history of Western Civilization
and the spideual state of their creation is as different from that of previous artists as is
ook of the pantings different from that of previous paintings.”
. Frank O’Hara, on Jackson Pollock, “Action Painting”.

sparity in form, color, size, weight, motion is what makes a compositon, and if this
lements can be very few . . . Symmetry and order do
composition. Itis the apparent acddent to regularity which the artist actual]
i Jg o %

y which he makes or mars a work” — e
: 3 Alexander Calder

then the number of ¢

In program notes and articles T have frequently reported that my first thoughts abouz
maXing musical works in what I calied 2 condidon of “mobilicy”, and wh :
called, “open form”, ‘were infuenced by the “mobiles” of the American sculptor
Alexander Caider. At approxicuaczly the same time, around 1948, the paintings and
-working methods of Jackson Pollock began to be widely publicized in America. A
correlaton which I made (dghdy or wrongly) berween these cwo arasts and their
technical and esthetic points of view has been my rather obsessive primary motivadon
as 23 artist and composer since that dme. The first works which I consider practeal
extensions of this point of view into music, (that go beyond the stage of “notebook”
sketches) are in Folio, (1952—53), and reflect both of the above artist’s characterisdcs
which I feel are applicable to the composition, form, and pcrfo_rming and expedencing
aimusic. - : £ e
People who are not quite convinced that this kind of activity should be going on in
at my “mobiles” in time do not give the same efect
experience) as a “mobile” in space. This is obviously true and not at all whar expected
inteadad. The differences in realiziag and perceiving works in the “dme agts™ and
in the “space arts” is exteemely significant and it is not possible, nor desirable, to Ty
t2 make any 1 to 1 equivalence. x v : : - :
A similar over-simplification is often applied to questioning the validity of the sponta- 5
eous, in pecformance, form;':zg process which I have asked conductors and/or musicians.
o 29ply to the realization of some of my works, which I relate to the immeiate,
2cdion” techn:iquc of paindng (Eo:ming) which we know from Pollock, Herealso, it
ould be obvious thaz no simple equivalence can be mads berween-the realizadon and
<t in'working that way in the two media of tme and space. \
is fudl= and dull to think of thess influences from other arts as models for m
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in time; the means, the mate ks aud the cffects must nccessarily be dlnc.r"m, and my
intention was never othorwise.
After the odginad influences in this direction from Calder and Pollock I found that the
basis of the ggncml point of view is reflected in an astonishing numbsrof areas of thought
and action, in literature, p )oph‘ and sciznce, as well as in the “plastic” and pec-
forming atts, and it’s imporiance secms to have increased considera! 1\ since that time.
Tam oovzomly very much in sympathy with the observation of uauddahc, “The acts-
aspire, if not to complement one another, at least to lend one 2nother new enargies.”
As to Form In particular in }r1y open form” works, I have primarily asked that the
form be left open untl it is necessarily closed and the material formed by the
rcsponscs and actions within the performing process izself . . . per-formhc rather than
pre-forming. 1 have not, however, pfohlmtcd pre-thinking and planning of varipus
kinds in relation to a performance of the materals. It is obmeﬂV not sensible’or
. _desireable to expect no—rmnd in the process, and, in fact, the endless extensions of
combinatorial possibilities, both before and during the performing, are inten ely
mindful. In the rehearsing of the compo:cd material the conducior or musician natu frwuy
responds to their potential of relationship to his own respomes and to their asscciative
potential as sheer sound ma tcnah, subject to the e'm.“, materal, esthetic, environme nt:Ll
(pre-thinking qualified by instant d*cmom) “gastalt”’. Out of all of this comes, in each
performance, a form of these basically unchanging materials as they have influenced and
been inuenced by what I have composed and ‘1«.; Thave designed as a P*ocbdurc and
by what the endre *“‘gestalt” has provoked. Sl
This probably seems rzd-c..l and not to conformuto the general idea of how a composer

- is supposed to work. The above approach may very well not be called “composing” in
- the old sense although it certainly has something to do with the production of a musical
expedence which did not exdst before the “composer” did what he did. If the word
“composer” does not 2pply I am perfectly willing to be called, “a d:.)lsn\.L of program- wre
mes”. Tkis possivility is pres::n:s:d by “work ar'd working” concepts outlined in a
series of essays called, “Designing Programmes”, by I\arl Gerster, (“Programme
_entwerfen”, Verlag Arthur vah AG). "Designing a2 Programme* is similar to the
- procedures 1 ha.vc described above and somewhat unlike the traditonal concept of
“composing” in that (as a negative attitude would say,) the final step of definizve
arrangement is left out, or, (to se= it affirmatively,) the final step is to allow 'and to
provoke (programme) the possibility of many valid arrangemenis of elements. This is
a process of inclusion and expansion of the concept of “a work of art” rather than o-xe/of
‘determinisdc contraction and exclusivity. One does not diminish the amount of
“meaningful” con rol wvithin a2 fvork but seeks to create the work as an entity, 2 quasi-
organism, 2nd to procrﬂm'z we”” a life for it within which it comes to find its shape,

extensions of niez aningfulness, and is muldple formal idéntities of its basic nature
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(composed) through its programme of process potental.

Random Thoughts on Form 2nd Process: ~
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o'nly that the materdals botiveen the writer and the reader be raised to the “powcr” of
- ambionity. . o o i
he “stzeamn of conscioustiess” idea has been sent up the fiver and has spawned a “stream

-consciousness” mystique . . . neither onéis a very good idsa by itself but the latcer
lacks that uncertain something. (It is important not to confuse mindful ambiguity with
mindless indecision.) . : ' o
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Is it more impozrtant to fill a form or to form a filling>

s i

Phrases by Lawrence Alloway have something to do
1 - . 3 3 3 i il B . 3
estzedc distance”’; “‘non-hierarchical variety”';

with all of this: “reduction of -
“The objects have an aaonymous
intimacy with our own lives” (from the Martha Jackson Gaﬁ/r:ry brachure on exhibition,
ianT : Sk {

“New Forms - New Media ¥ '

i

ST R

Not to express oneself but to seek insight into oneself and othars. Discovery of potental
through confrontaticn with a work. Inclusive methods . . . Unity of disparate clemen
nd impulses. Form as the relationship of the mind to the materials as they evolve, inter-act
and discover “meanings” . . . “infinitely extensible field o

synergy! ~ . ;
There is no reason why it sheuld be important to anyone else but T am not content |
with the picce of paper as the container of the work . . . the score can only contain the
potendial of the working; the directions and suggestions as to where the work and the :
periormers might go . . . they will add also. Only Tine itself is large cnough to con-
fain the work . . . the score must become even less tf

1-”
graphic and verbal) . . . the work i
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et

the “work” and more a scenario
is larger than any possible > description of it

would like to have; anonymous materials (subjectively) passing through momentary
stability and clear forms . . . muldple responses . . . opposiag forces forcing by exdisting,
not by forcing . . . unlimited occasions for incident - - - ealightened uncernaingy
restless, tranquile . . . coordinatad ambiguities . . . etc. T
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Notes to **Available Forms” s — o 5

Time is the structural element (as space in visual arts).
The Events have flexdble tine orientation but each basical
he Events have flexdble loudness potental,
1
al

.

ly different.

by
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Events have ﬂc:dblc‘sequcncc and over-lap potensal.
he Events have fixed frequency fields (shaped, notated).
£ :

he Events have fixed timbre distributions.

> 3=

"hen time (chythm, tempo, contiauity; stops, holds, starts,) and Ioud
and juxtaposition are fexible Form must be left open for
g ) p
b

W

ness and sequence
the potentals to operate, (Fee
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d cond ucror/

S ma S S R
as Hexible objects, infinitels

mer . .. Mallarmé’s "opcmtor”). : il
a pre—conceived form ({C.’,L{'.J:S :!’1ror_:5h a thing)

tocm

e y % 5
.;;;A!S fmm nose UIIZCLLIC CIICRmStances. o

ng and responding as one does only in that momene,
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Perforinance rotz to “Twa:.fy Five Puges” (excerpts): -

“The 25 Prges miay be played in any sequence; events within each 2 line system may
be read as eid!

performer, obtainad from the composer, or arrived at spontancousty during. the pac-
formance .. . It will be seen tha: the basic ‘mobile’ clenients of the piece; page sequence
and inversion, cleof disposition, and time of 2 considerable number of different
presentations of this material. All of these possibilities are valid within the total concept
of the work provided that once a sclection from the ranoe of possibilities has been made,
it be exccuted with devotion and

= S 1 5
nc Z’.CCUEQC‘/ 171 f‘:g‘&fd to EI’IC fime curauons, iltt.lCI\'S aﬂd

et teeble or bass elefe’ 7 A tinys structuce . ... may be pre-set by the

L
L

; admir

intensities. The varable factors are to be dealr with to any degres of simplicity or

complexity interest layed by any number

teres erformer. The piece may be P
-3

of pianos up to 25

Concepts: - -

- . i ¢ 1 - it v
Semantic ambiguity of notes, phrases, mICro-siructurss, combinatio
i

ns, sequences, and
form (macro-siructure). Deliberately

ambiguous form-conception.
Symbolists and Abstract-Expressionists allowing “reader” to collaborate responsively
and responsibly implies the next step of the work itself being a muld-ordinal sec of
reladonships within an ironment” created by the author, (programme!)

etics: ~ “This Theory is Based on the Following Pos
1. The fertility of a postulate i ; ;
2. Uniformity as the basi cep
3. Fractioning of Unity as the potential of evolu
4. Unstable equilibrium as a genetic force, : :
5. The principle of interference as a factor of grovith and evolution.”
“Part Two: Theory of Regularity and Coordination: —
Each system is valid when funcdoning within its own strictly defined limits and its
own operational condidons (faws). : :

We discover in the evolution of method that perw processes call for new operational

concepts, new terminology and new symbols.” ‘ '

“Motion - that is, changeability in time - is the most umportant intrinsic property

of music.” _ =
Are Schillinger’s conditions met in
Pages”s 1 didn’t think so at the tim
the piece (1953) but it now seems m
I the performer a “principle
within a valid “svs
Five Pages” (and

Hon. -

the concept and “programme” of “Tw

enty Five
¢ of reading him (1948) or at the time of writing

ore likely. How fertile is a postulate allowed to be:
of interference as a factor of growth and evolution”
e 3 “ - b 8.6 » s

tem” (programme)? Are the operational condidons” of Tweaty
imilarly, “Available-Forms” works) Luvs: T begin to think thar they
are; to the extant chat art can be legislated. ;

Some quotations which tefluenced z:!yﬁs.’:'::gs about Ferm: (around 1952): -

From, “Alexandsr Caldsc”, by James J. Sweeney, (Museum of Modern Art,‘1951):
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“Staleness of matter and obrrusion of caleulation arc the two enemiss ‘of spontancity -

“oll

cession. Reflection, even lonz and arduous refect 70.1, may have been coa-

1 g haliee s it
1ed in the gensration of thy material. But an cxpression will nevertheless manifest
?

ontansicy if that matter has been vitally taken up into a present experience

}*n Flowey . . .o Artas Expeni

“Because thc actual world, that in which we live, is 2 combination of mevement
and culmination, of breaks and reunions, the experience of a living creature is
éapable of csthetic quality. The live being recurrently loses and re-establishes cqui-
libriym with his surroundings. The moment of passage from disturbance to harmony
is flﬂit oF intensest Ii-fc i I'l a world’ mad a'tcr the pattern of ours, moments of

i njoyed intervals . . . a world

e and crisis, and would offer

no opportumty for resolution.
fulfillment” (also Dewey).
“Then the idea struck him (Ca t making “two or more objects find actual
reladons in space’. This was the first fezture of hs new approach: ‘LL"’ organization of
contrasting movements and chan g ations of forms in space.”
It seemed to me that it might be possib

lete, there is no

ble to bring about a similar “mobility” of soend-
T - 7% c [}1 1 » F Ll 11 = Pn 3 1
objects in time. (Thc use of the word, “organization . . . o changing relations’” must take
on a new meaning, in the case of ;i ther time or space “mobile” . . . I have obviously
come to consider »dns organization’ to be a “programme reladve to environment”

out of this comes “form”. . ,

“If T am questioned; if a.njonc wonders (as happens sometimes quite P\.LCHD'OU.IY)
what I ‘wanted to say’ in a certain J%cxm 'f-u:n/ that I did not want to say but wanted
to make, and that it was the 1 intention of making which wanted what I s_ld s (Pl

alery, “Art of Poetry”).

' Frons my notzbooks, 1952-55: =

I have always been drawn Pnr“ar' ¥ to magic and mathematics . . . in that ocder. To
magic in the sense that everything fs and as it is, it is magical . . . I don’t understand

t... the impenetrable infinite Complc*drics and connections of all things.

f it is possible to understand 123451t is Po:smle to understand 913 6 8, but it’s
zking a problem. Not of understanding but of appreciation. I it could or'.ly happen
nat appreciation was understood rather than understanding be appreciated. That is not

to depreciate understanding.
Thc ne ssiry of the appreciation oE the meaning bem d*oen%nt upon the under-

: through the meaning is m king the Probkm. Tnc answer is in the meaning

apprcaacoa and not the mdﬂrstandmc being the meaning. Thﬁxc. is no

g <he fact that this is where we aré now in azt. = -
Not 1o contnout" to the delinquen ok of the imagination ... (to brng abou),
crisis of consclousness duc in our tme 7 (Max erg) . . . to allow the crisis is the this

wtodo...andbe appreciative of the unintelligible meaning, 3nd Lrercis the undc:—
:tw" ing (5/30/55). :

*“the




: t of need to understand . . . which is all
the understanding necessary . . . (¢he undesstanding which suzpasses all love). The lack
of understanding which puts one back into the flow of anything. The natural condinuity

“ef everything is incomprehensible from an:r point of view and is only comprehensible
in the state previous to point of view. Understanding (knowledse) is an isolated set of
approximatioans settled for qut dolence or ego.
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*. The uaity lies in the conception. Act with the utmost Intensity and conviction with

nothing more than intuition as a guide (35). e
Apart from the general prevailing indolence, the difficelry people experience in ex-
periencing this music is directed expectancy . . . which is to a degree natural as in .
physics; "a body in motion tends to remain in mpoton’ . . . ' :

EEDITIAY- SRR

. With Folio (1952-53) I intentionally extended the compositional aspect
formance process as far out of normal realms as I could . . . just shor
i

nothing at all. Within the saie year I wrote works naving extremes of finite control -

and extremes of infinite ambiguity, knowing full well that what'T was looking for lay
somewhere in between. (I wrotc a note to myself at 1me which was to the eFace.

“that, truth lies at 2 point somewhere on the arc stretchad berwaen the two extremes of

-+ a paradox, and that the point is always fluctvating .. . as T was.) {55}

(The above, from notebooks, are critical reactions of mine to charges of, “no form, no

contnuity”, leveled by music critics when confronted by works of

and ’55, regacdless of whether they happened to be fived or open form, precisely
notated or ambiguous graphics.) (This still happens, of course) -

t
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; =
mine between '52

From notcbooks, about 1959
- lable Forms”.

2 = (relative to apen-form works, “Folio”, *“25 Pages” & " Avai-

i
]
3
i
i

I can admire the form of my conditioned emotions without going to all the trouble of
writing them down . .. what I prefer is to discover the continuity (forms) and dis-

continuiry of my emotions as they arise from a reladvely unconditdoned complex of
stimuli. e : :

L

o ity €23

The recognition of these conditions (rch:iom) and their context

function bui on their un-conformed exdstance. (Not used for
A unique inde

ual use is not basad on -
rhetocical efect.)

pendent existence for the work . . . keeping myself and performers at a
distance (ambiguous) . . . the work to be its own definitoa, ‘(cevelatory rather than
- declamatory.) ;
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Like most “overt” technical principles which can beisolated from contex: and formulat=d
independently, 12 tone technique took iiself too seriously and has “techniqued” itsélf to
dzath, ;

R RN H Ve hURNL AR

- The exdting dicotomy between method (technique) and spontaneity . . . the method-

ological severity of Schillinzer ws. intultive, nypar-conscious spontansicy.
Not to impose an emotional atmosphere upon the material but to observe the emotional
atmosphere of the material results. (nevr 2nd unsuspected and unexcphinable relationships
and emotional coriolexes) .,

Detached observation and dedu

&

tion of primary conditions of sound and vac
processes of combination (the

and unconditional
tentative, unforescen, implicit). :

e T I S




[nsensification of ambiguitics and paradoxes . . . relative and Auid rather than absolute
:2:55 2nd definitions. ' v
e s ot ed s o I ket
- s e on todays avt which may place it closer o re igion than to
fered craftmanship”, ' '

Relevant background: — ’
Tha form itself makes an cnc-losure, but this, as a reflection of 2 theory of consgiousness,
>snotsiand asa receptacls bucas a field of activity, "a space of time that is 4ll=d always
; th moving.” She had, to 2 startling degree, no sense of alienation from the uni--
: but took it as a miraculously given thing.” (Donald Sutherland, on Gertrude Stain).
Ees ousiness of art . . . is to live in the actua] present, and to completely express that
compleze actual present” (Gertrude chl, g T
“lam I not any longer whenI see. . . is.at the bottom of creative activiry.” (G5
T gether well enough by being next to each other and very well if insid=

ther a moment of consciousness, a space or an action” (Donald Suther-

& T T RS
3 ; 5

one why do it2” (G. S.) : Loee e
way been the mission of the 20:h. century to destroy progressive history and
ingle dme in which everything in the past and possibly the future would be
ust and Joyce both did it in their ways and Gertrude Stein did it in

B S : : S
cessity of everybody rejoining lilies of the valley and everything.” (G.s)
was something completely contained within
< celng contained within itself was moving, not moving in relation tg anythine
b o pe} 2 y =]
231 maving in relation to itself but just moving. I think I almost at thar tme did this
> o :
e (G S ) : - ' .
“Cz2 =1y say that the isoladon and extricadon of immediate quality from the whole
7 say
.23 complex of practical reladons and associated substantives has been the essential
< 4 S
@ 5 : 3
=33nnz o art in the first half of the 20th. century.” (D. S.) .
-+ - eut of discontdnuous matedzls and forms — materials and forms which have
73735 2nd are ‘composed’ — a continuum of intensity, which is not the sum of parts.
: : P
Voo s :}:p:cssmg a continuum of present movement, mafx‘mg 1t mtrnsic to tha work
nd his inner thing is complete, not as a construction but as a continmum” (D.S.).
Zon almost precisely describes the “materials and forms” conceptin “Folio”,
21d in the more recent “Available Forms” works.) s
¢ is indeed really the ereat poet of 2 new phase of the buman consciousness, Like
3 f=) /5
: ; e ; S : S
Whitehead” s or Finstein ' world, Joyce’s world is always changine as it is
‘ b ¥ g
OF Gilerent observers and by them at different tumes. It is an organism made
ts', which may be ' en as infinitely inclusive or infinitel smali and each
57 T V7
s; and each of these events is unigue. Such a world cannot
 in terms of such artificial abstractions as have been conventional in tha

snuzons, groups, individuals, which ply the parts of distinct dumable

<

3

- wven of solid psychological factors: . . | (Edmund Wilson, “Axel’s Castle”™

phaim
T irasSp OF

ception of structure is motion, for our present model of natuce is
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‘and fCJ .J"7 c_nd cnannnc' 1 ["‘n’:

/

Foplaslinds
,(1) @ a COt l\.&. ) A\J.l Ox Cx!!l)c;b

the cornerstons or¥~-rx1 ph ‘,"sics is somcthing

- a5 a rule of scicnce doc>,
in fact disturd many 20cth century pm;osopdsm i (C—corgc Gamow; in “Scicntific

Amegrican”) . . . and, I might 2dd, many musicolo gists. But, as
1tisla s'"mfcant &mcnyom of thought within the

d he pumml" of uncertainey. T

as bricfly r"oort ed above,

“climate of consciousn of form-

et on—p erception today i 10T many y<ars past . . . in the visua 1 ats, li crature,
, finally, in music (E B., Form in New MuSLc)

3 ’ i <
f “programme” will L‘"com., in the next vea chinitive

e

‘control”

rt, as we do not yef accept it. Everything else indi '”icnce or csth:tics,
‘mo : ” in general. If ac

onvms.ed itis), or wich

nce it must con:inuc in the direction

2LCC

t
something more than simple
of what Gersener calls, ¢ DLS g

" actual ditle of the book). I have on
been doing now for 15 yeass, bLE it also seemns
“liberating” of a Calder mobile (his compositiona

Kutter is credited with the
I=finitico of what I have

licabl= to the constructing and
control conditions the fuure un-
QS”) and the “compositonal” concept of Mal-

larmé’s “Livre”. The wind, the reader, the operator, the performer, ,.h» world, as
collaborator (consciously invited!}; the creator, author, as instizator (consqously
prowammLQO) There is a small but essential step between acce oting the public as
le (for 10, these mony years) and accepting the stimuli as al

consistency (not esscndal in irself) ! Serween concspt and 1 reality.

Given, that “designing programmes” will be 2n i

important concept of control (not a
techni gu") the works p:oched can 2nd will be as Vaned as any group of works ever

were, regardiess of the dominant conc*’or ” of the period.
Ons extreme application of the

" programmea for
ireiedckinakan) 5 e

foreseeable configurations, via “pro

vad also varable ... 2

programming” concept would obmesly be to
sk \-\JY—ILL‘va’ a3 /m.....\_\.xs 12s ZL'.'C"G.

lv done, and o pecform the results in
the normal way in which music is performed. ;

A,.orr‘er extreme would seem to b: to create the inte 'monaﬂy ’qurn.ous graphic
“input” and the Pkocnam,“-’ i

realization, and allow the rvnoml-u:ﬂ tional human
computer called “mind

to F’.‘lﬂh the potentials of the pro
195020 -

An approach wbich falls batween these two extrames woz..‘d be the specific material-
information *

input’” of “25 Pages” or the “Available Forms' > works, v,'lcn. only the

formal configurations are promammed as mtely combinatorial. (L e “continuum”
fexibility of dme and loudnass pxo ts being able to arrive at a finits number of
permutazons of the mate ‘:1.), I p.‘-yr to employ spoutanelty in arriving at the m;my
“available forms” but I could a5 well ¢ employ a computer to work out any num ber OL
combinatons of the :'.'enis". svn A howcscr would eliminate the “continuum”

Infinity and also'the “p " intensity of the rational-irrational mind a actively choosing

gramme; as in “‘December

o uvl moment of p_uo.rnmv - .. the intensa con-
Sfroutation, which is po::::aH,

1 o £ ] 7 :
Tae concept does not elimin ve hn_ve had before as attisdc potendial, . . . it
i S s 1ats]
can only add ot processes now available.
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