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Preface

The four composers whose work provides the basi
stimulating and provocative study established their i

I devoted most of the final chapter of my book Experimental Music
- Cage and Beyond to these composers: information was somewhat
scanty and I was aware of the feeling of breaking dangerous new
ground in describing their work in the context of the ‘Cage tradition’.
At that time Reich’s Drumming and Glass’s Music with Changing Parts
had just appeared, though Riley’s 4 Rainbow in Curved Air had not,
and the music was just beginning to break away (as far as one could
see from London) from the more or less exclusive following of an
admittedly ever-growing circle of initiates. Although one usually
has to exempt the work of La Monte Young from any generalised
statements about this loosely-connected ‘group’, the music of at ieast
three of these composers has developed rather startingly in such a
way as to become uniquely accessible to a far more broadly-based
audience than seemed possible in 1972: it has been remarkably suc-
cessful in beginning to break down culturally -erected barriers that

nnnnnnnnnnnnnn

nnnnn thhn A s A
DLlJaldLC LllC llCW lllualb auqaience irom Lllb lJUlJulal lllubl\.« auqience.

This broadening of appeal (a fascinating dialectic of the music
changing the audience and the audience changing the music) can be

tnzimnc ~F corlhnwn ehhn smnticin hao lhana saa.

neatiy Symuuuacu both in terms of where the music has been per-
formed in, say, New York (the shift from private lofts and art galleries
to the Carnegie Hall and the Bottom Line rock club) and in the way in
which it has become (increasingly) available on record (from minority
‘new music’ classification, poorly-financed art gallery records, self-
fmm‘mpd -produced and -hllh]!{‘lQPd independent labels, to major

--------- pPrYLa it /i DAL adt e AL PR RARR A2 AU,



8 Minimal music

jazz, rock and classical labels, without any need for classification and
categorisation.)

But paradoxically such a quintessentially American and seemingly
anti-European music has been largely supported and fostered by
nuropean mu51Cd1 lﬂb[l[UUUIlb DUrUpCdIl rduxo bldLlUIlb, DUrUpCdIl
music festivals, European concert halls and opera houses and in

Since 1972 (or even 1974 when Experimental Music was published)
this music has become something of an established fact and the com-
mentator no longer needs merely to describe or proseletyse: it is now
possible, and indeed necessary, to put this music into a broader artistic,
cultural, aesthetic, social, musical and critical perspective Hence
the value and relevance of Mertens’ book, which dppfO&CIle this
so-called minimal music from a simultaneously broad and detailed
viewpoint, is both analytical and polemical, distant and personal,
limited to the music 1tselt and yet positioning that music in a wider
aesthetic/ideological context than is customary.

Mertens’ thesis gaxns strengm from its sclf- uupuo\,d limitations:
it deals with the ramifications of the music as music, leaving to other
writers the detailed discussion of other cultural cross-connections —
with minimal art and structuralist film, with rock and non-Western
musical techniques, for example. And Mertens’ personal viewpoint
gains strength also through its exclusively European orientation: the
conceptual, procedural, structural and temporal preoccupations of
these composers is not viewed as arising from a radical break with,

A + £, + K Ttradis it 1
ana Separatiﬁﬂ irom recent curopean mUSICaL Lrauhiﬂn, out Simpxy as

a logical continuation of that tradition. Adorno is invoked as charting
the beginning of the breakdown of this tradition in the works of
Schoenberg (it is interesting that Adorno’s analysis would be far
more accurate if for ‘Schoenberg’ one read ‘Cage’) and in the works
of Deleuze and Lyotard, Mertens has discovered a far more positive

and congenial phllosophlcal and ideological context in which to place
the music of this earlier but still fruitful generation of American

composers.




1 American Minimal Music







By the designations American Minimal Music or “‘Repetitive Music”
one usually understands the music of the composers La Monte
Young, Terry Riley, Steve Reich and Philip Glass. These four
American composers were the first to apply consistently the

techniques of repetition and minimalism in their works. Their music
developed in the 1960s in America, and during the seventies became
very successful in Europe as well. At the same time the American
music seems to have influenced or inspired a great number of
European composers, although the nature of this influence and the
identity of this European repetitive music is not the subject of this
book. It is sufficient to indicate that composers like Michael Nyman
and Gavin Bryars in Great Britain, the Dutchman Louis Andriessen,
Richard Pinhas and the group Urban Sax in France, Peter Michael
Hamel and Michael Fahres in Germany, and the Belgians Karel
Goeyvaerts, Frans Geysen and Dominique Lawalree are implicitly or
explicitly concerned with forms of repetition or minimalism in (parts
of) their work. Although these composers generally use analogous
techniques, they do not share the repetitive aesthetics of the four
American composers. Similarly in German space-rock of Klaus
Schulze or Kraftwerk for instance or in the experimental rock of the

(carly) XTC or Public Image Ltd (PIL), one can also observe the

infliience af renetitive miucic
AAILIUCIILL UL 1T PN UL VY audiv.

Thus we can see a general trend for which the title minimal music is
only an approximate description. Indeed there are other names in cir-
culation like repetitive music, acoustical art and meditative music which
attempt to pigeonhole this music.

The term minimal music refers to the extreme reduction of the
musical means the four American composers we are here concerned
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with use in their works. Obvious though this reduction is, one must

ask whether it is important enough to function as a fundamental
—characteristic of this musicStrictly speaking the termnunimal canm————

only be applied to the limited initial material and the limited trans-

formational techniques the composers employ, and even this is only

the case in the earlier works of Reich and Gilass. Certainly one can

usually observe in this music a dominant equality of timbre and

in terms of length these composmons are certainly not mimmal
Terry Riley, for instance, is well known for his A/l-Night-Concerts
and Glass’s Music in Twelve Parts lasts longer than four hours.
Moreover, one can see an increase in the rhythmic and harmonic
complexity of repetitive music as each of the composers themselves

TUrL

(apart fromY oung) has QCVClOpCG While Reich used oniy SIX plICHCS

in Piano Phase (1967), this number increases to nine in Music for
Mallet Instruments, Voices and Organ of 1973. And just like Glass,
Reich expanded his originally limited and uniform instrumentation,
resulting in increasingly differentiated timbres. In Phase Patterns
(1970), Reich introduces a second tiucruuu.) motive while some ten
motives appear in Drumming (1971). Thus the term minimal music 1s
only partially satisfactory as a label for this tendency.

Moreover, minimalism is not the exclusive property of this
American music, since one finds ‘““minimal’ means are just as much a
characteristic of Indian, Balinese and West African music. In fact
ethnic music has itself had a strong influence on the works of these
four American composers: for Young, Riley and Glass the influence
was that of Indian music, while Reich has been influenced by West

African and Balinese music.
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music of the Renaissance period finding its most eloquent expression
in the so-called ‘syntactic style’ of structural imitation.

Repetition also features in the decorative (as opposed to structural)
imitation of earlier French and Italian secular and sacred music of the
14th century. In the manuscripts TuB (c 1400) and Codex Ivrea (c
1360) one can find rcpetition used to illustratc the concept of
composition which strives for le jeu avec le son. A remarkable example
is Cum Martelli, an Italian ballad for three voices, in which a scale
rising from the tonic to the leading note is gradually built up in the
upper voice, and is then broken up in the same manner.
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2 An cxample of repetition in the Italian ballad for three voices, (Cum Muartelli)
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In the Ars Nova, the most notable use of repetition is to be found in
the zsorhythmic technique, where fixed melodic and rhythmic series
are repeated, usually out of synchronisation. Without attempting to

give an exhaustive summary of the use of repetition in European
music, a final mention should be made of Vexations by Erik Satie, in
which the same motive is repeated 840 times, producing a compo-
sition that lasts something more than eighteen hours.

In addition to the term minimal music, there is also acoustical art

(Ac’ art), which Herman Sabbe has used by analogy with Op Art:
“...while the technique of repetition and multiplication of similar
short cells, linked in a continuous, gradually variegated progression
and transition of one motive to another related motive, produces a
static, though incessantly moving, acoustic texture, that seems to be
an aural analogv to the v1sua1 exoerlence of observmg an Op Art

I

composmon technique employed — the use of 1dent1cal or similar
short cells, the importance of repetition, etc. — as it does also about
the psycho-acoustic effects of this music — to produce an acoustic
texture and experience that does seem analogous to the visual
experience of viewing an op art painting.

And certainly La Monte Young’s music undoubtedly parallels in
sound the treatment of colour by certain American painters like
Newman, Kelly and Noland, whose works confront the retina with
vast colour areas that produce unexpected vibrations that appear to
pulsate. On the other hand, one has certain reservations as to whether
the u,yn,uuvn, usc of short cells is the most uupux tant Composmonal
technique used by these composers.

If it can be used at all, the term acoustical art only applies to Glass’s
and Reich’s music. Glass is not afraid to introduce sudden, unpre-
pared transitions beside the gradual transitions in his music from
Mausic with Changing Parrs of 1970 onwards. An essential element in
his musical thinking is the disorientation of the listener by upsetting,
in a treacherous or brutal way, what could seem, at first sight, a music

made stable or harmless by the comfort of repetition.

Steve Reich’s development has been similar from Szx Pianos (1973)
on, especially in Music for Mallet Instruments, Voices and Organ
(1973), with its use of sudden transitions in keys or measures. These
sudden transitions do not fit the description of the term ac”’ art. In
fact, the term is exclusively and entirely applicable only to the music
of Terry Riley.




16 Minimal music

The term meditative music too strictly refers to an extra-musical
event and stresses that in American music a particular effect on the
listener is sought after. Indeed this may be correct, but it is too strong

a devaluation of the music to suggest that it is merely a psychological
instrument of influence.

The term repetirive music — which is also retained in this book —
refers to the decisive nature of the repetition as a structural principle

ln Contempordry AIIICFlLdil iIlUblh, UCK,dUbC llllb HlublL I'CpLdLb LVCFy-

thing that can be repeated. In its early days the repetition concerned
only short or long melodic and rhythmic cells, but later on it was also
applied to chord progressions.

The term repemzon, however, can hardly be used fo

Vainingls 11 in thic cage the ori nn.nl
i UullB hJ lllubl\,, Olll\'\, 11k LlllD vaowe LllL lJ lLlPlL vl o

decisive. However, Young did compose some repetitive works —
Flynt. On the other hand, we also find a striving for continuity
alongside repetition in the work of Reich and the other composers.
Glass, for instance, produces continuity by repeating complexly
structured patterns. In the works of Riley, Glass and Reich the use of
repetition results in the continuity of the uninterrupted process. This

fitin v annliasc ta tha trnctnire of thair munigie - tha
l\,})\,llllull Ulll)‘ at}}/uuo o ne micro-structure of tnéir music L1IC

macro-structure is only transformative. Young’s approach to rep-
etition is not transformative, and is thus distinguished from the other
three composers. Indeed, Young’s use of continuity can be
considered as a particular form of repetition, so thatit is misleading to
cppnlz of an nppnclhnn between him and the three other composers:
there is, at most, a difference in stress.

Before sketching the portraits of these four composers, it might be
useful to consider the difference between the use of repetition or
techniques of repetition in traditional Western music and American
repetitive music.

The use of repetition is not new at all. What is new is only the global
musical context in which it is used, and it is only this situation that
allows us to distinguish between American repetition and repetition
in classical music. In traditional music, repetition is used in a pre-
eminently narrative and releological frame*, so that musical com-

* The term releology has its origin in the Greek relos (purpose) and originally was a
concept in natural phnlosophy rcfcrrmg_, to certain directednesses that can be dis-
tinonichad ¢ nature and mainly in Lhvine narure Within the maodern science ()t

UNguisnca i nawure, ana iMdaify I aiVillg Hdoulc. w inin tné moaérn sCience

nature a distinction is made between teleology and finality. With teleology, the
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ponents like rhythm, melody, harmony and so on are used in a causal,
pre-figured way, so that a musical perspective emerges that gives the
listener a non-ambivalent orientation and that attempts to inform
him of meaningful musical contents.

The traditional work is releological or end-orientated, because all
musical events result in a directed end or synthesis. The composition
appears as a musical product characterized by an organic totality. By
the underlying dynamic, dramatising construction, a directionality is
created that presumes a /znear memory in the listener, that forces him
or her to follow the linear musical evolution. Repetition in the
traditional work appears as a reference to what has gone before, so that
one has to remember what was forgotten This demands a learned,

- PN PRUURIE I PRI, I PP

tldLLU, lllLlllUly UUlllllldlCU apploacil to ll\lLllng

serious and conc
The music of th Amerlcan COMpOSErs of repetmve mumc can be
the traditional harmonic functional schemes of tension and relaxation
and (currently) disapproves of classical formal schemes and the
musical narrative that goes with them (formalizing a tonal and/or
thematic dialectic). Instead there appears non-directed evolution in
which the listener is no Ionger submitted to the constraint of

£~11 4 .": A m..n. ~al aoals

onowing t he musical evolution.

directedness is defined but one cannot determine scientifically whether there is also
an intention behind it. Here the distinction is made between Zuweck and Absic 17} Fd

and Purpose. We will not retain this distinction, except in the sensc of thcrna] and
internal musical purposes. The external musical directedness corresponds to what ts
above called Absichr and Purpose. Tt includes the expression of feclings, the symbol-
isation of situations and the imitation of actions. In this sense, teleological music is a
music that has a representative function. (Programme music is a particular example
of this external directedness).

Internal directedness refers to the evolution within the music itself, and not to a

ronrocontatianal content direcred fram the outaide In Weestern music. this kind of
representationdrl conient AireCiea irom N CULIGE. 111 WS MUSIC, TNls Kind Ot

directedness is realized through the strong stress on harmony, which can be seen as
an cvolutional model aiming at a final climax. Thus, Western music is essentially
dialectical: development follows from the presence of a conflict between opposites
and finally leads to a situation of synthesis, in which conflicts are entirely or partially
resolved. This can be called narrative by analogy with the evolution of a classical
novel, in which the dénouement resolves the conflicts of the plot.
The concepts “‘teleology’ and “narrdtnc run in pardllrl SO that asi
: a

aloov. a dictinction can be me
10 en

e ‘
CO10gY, a GILGUNCUCH Call ©



3 La Monte Young, Pandit Pran Nath and Marian Zazecla



=
k!
D
L
T

La Monte Young

La Monte Young was born in Bern, Idaho, on October 14, 1935, At

an Cdlly dagc llC pmycu Bulldl, 3d)£Up“UUC dllu \,ldlillCL dIlu lLdIilLU llUW

to tap-dance. In interviews Yound has said thatas a boy he was greatly
impressed by noises like the incessant whistling of the wind, the
humming of insects, running water and the rustling of trees.

Later on he became fascinated by jazz musicians like Lee Konitz,
Erir Nalnhv and Tahn Caltrans and fram 1055 1111 10868 Varnine ernidiad

Eric Dolphy and John Coltrane and from 1955 till 1956 Young studied
composition with Leonard Stein, a colleague of Arnold Schoenberg.
At the University of California, Los Angeles, Young studied music
theory, composition, and ethno-musicology. In the summer of 1959,
he attended Karlheinz Stockhausen’s seminars in Darmstadt and he
made an intensive study of John Cage’s works. In 1960 Young went to
New York to study electronic music with Richard Maxfield, in the
‘New School for Social Research’ where he also met George Maciunas,

< b < b
the ‘leader’ of the Fluxus ‘movement’. It was only after he had

finished this training that Young began to write music. He worked for
Beatitude, Chester Anderson’s magazine which published important
scores, poems and texts and which seems to have been a stimulus for
Fluxus. The editors of Bearitude invited Young to make a special
edition that did not appear in its desired form, but which became the
foundation of An Amhology (1963), which Young put together with
Maciunas and Jackson Mac Low. This book was a collection of
scores, essays, dance constructions, poetry, concept art, etc., by a
number of artists; Earle Brown, Dick Higgins, Christian Wolff,
Richard Maxfield and Young himself. It was republished by Heiner
Friedrich in Munich in 1970.

With Maciunas and Mac¢ Low, he also set up ‘performar

anc
involving Joseph Byrd, Henry Flynt, Richard Maxfield and Tos

es’
shi
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Ichyanagi. As musical director, Young worked for some years for the
choreographer Ann Halprin, often in conjunction with Terry Riley.
In 1963 he married the painter and light artist Marian Zazeela, with

whom he had worked since 1962. And in the same year he formed
“The Theatre of Eternal Music” with her, an ensemble which in-
cluded Tony Conrad, the well-known producer of minimal movies
and John Cale, which was devoted solely to the peformance of his own

With Zazeela he also compiled Selecred Wrirings, a volume of his
writings and interviews. From 1970 on Young and Zazeela studied
with the Indian musician Pandith Pran Nath. After an intensive
perlod of concert work in Europe in the flrst half of the seventies,

La Monte Young’s work can be divided into three periods. From
1956 till 1958 he wrote serial music: between 1959 and 1961 Young’s
work was part of Fluxus; and it is from 1962 that what one would call
his actual repetitive period starts. But there is an extreme continuity
between these three periods, and the transition between periods is a
gradual process that can be illustrated by the comparison of Five
Small Pieces for String Quartet on remembering a Niad (1956) and Ocrer
for Brass, composed a year later. Both pieces are written in a mainly
serial style, but the length of the sustained notes gradually increases.
Though long notes already appear in Five Small Pieces, Young says he
introduced consciously long notes, sometimes lasting three or four
minutes — within the serial style — for the first time only in his Octer.
Young’s serial works are clearly precursors of his later compositions
in that they favour spare textures with long-held pitches which are
very limited in number.

Anton Webern’s works interest Young partlcularly He was at-

£ Wal H y Arvalise
tracted by certain aspects of Webern’s music, especially the duality

betwecn its structural variation and the static sound that results from
it. In Webern there is a tendency to produce continuous variations by
using notes in the same octave position throughout a piece, whatever
their position in the row. However, the listener perceives this process
more as a stasis, as if the same information is being repeated over and

dLadld, 4d 10 >alllt 111101 1HIAaL10ULL i At v alll

over again.
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The String Trio for violin, viola, and cello, or for string orchestra
(1958), the most important work of this period, refines the long-note-
style, and results in the elimination of each melodic line in favour of a

harmonic consonance and long periods of silence. This way of working
is opposed to the one he used in For Guitar of the same year, where,
taking into account the playing technique of the acoustic guitar, no
long -held tones appear but only long notes that last three or four

IIlllluLL\

I'he use ot long notes isinitself no novelty, but up till recently they
were only used as a drone over which a melody was placed. For Young
it is precisely these long notes that are the subject of his music. They
do not play the role of an individual part, but they contribute to an

f which the Anente haue
overall sound spectrum, as a result of which the \.GmpU11Lutb have a

different duration. The consonance is far more important than the

that the timbres are deliberately colourless, and the slowly bowed
tones are played without vibrato. The dynamic levels are not constant,
but are limited to the range from pppp to p.

In 1959, Young worked along with Terry Riley for the choreogra-
pher Ann Halprin. Together they experlmentcd with very long,

hf)f f)"D hﬂ r fm‘ﬂ“fﬂ(‘ nNr cmn 11 /"
UnUS""l SGU"‘.dS wiiat alu 1iViu 1Ul L1lliuitv o Uil Juux\,uul\,o uuulo Uu Luu

This method of working, together with the combination of dance and
theatre — so important in Fluxus — and the stress on improvisation,
point to the direction of Young’s later works.

Fluxus is an anti-art movement, a movement of art nihilism and
concretism, a[[emnnna tocreate aclose, unbreakable link between art
and life. The movement has George Macmnas to thank for its name.
Maciunas indicated three aspects of Fluxus in a 1963 manifesto: as a
revolution realizing the interaction between art and life, regarded
purely as a means for releasing excess tension, and as catalyst in the
united front of socio-political revolutionaries. The purposes of the
movement are, according to Maciunas, more of a social than of an
aesthetic nature. Art has to become comprehensible to everybody and
he disapproves of art as an object without function, of the artificial
separation between artists and audience, of individualismin art, etc...
In brief, the purposes can be paraphrased under the slogan: “Art is
Life, and Life is Art”. Fluxus can be considered as the musical

Elirwiic 1¢ 1minen amasn~ Licein
gLi'Lii'v'alyﬂ'i of the Happcn i"g in visual arts. Fluxus is more anarchistic

* Ll (2
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Kitchen, New York, by Ned Sublette.
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though, and often expresses itself in aggressive, destructive brutality

and in the deliberate irritation of the audience.

Protagonists from all branches of art worked in Fluxus. Among
them were George Brecht, Dick Higgins, Ben Vautier, I.a Monte
Young, John Cage, Chieko Shiomi and Nam ]une Paik.

[ 2 TSP ol § S PO o~y Trato : O kL
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he first heard John Cage’s music in Darmstadt, more particularly the
works Cage wrote after his String Quartet and his Sonatas and Interludes
for prepared piano: Concert for Piano and Orchestra of 1958, played by
David Tudor, cspccxall) impressed Young. In his Lecture 1960, he

...... that hic artivitioc with Ann un]nr in were the mnoct dect St Ve 1N
\dv‘ Lual 111D alltiivi l, Lo Willl 3l 1ialpiiil wuiao tne most aecisive 1in

determining the direction of his later works. Fhrough hls improvis-
sounds to express what the composer wants, and this produces the
kind of boredom he experiences when listening to most traditional
music. ““We must let sounds be what they are,” Young says. Young
wants to make it clear that sounds have their own existence, inde-
pendent of human existence. This approach has an educative aspect: a

v+ 1 daec not ]'\f)\vn 1o he inked cnr*l‘nkkﬂyn'n with annther Lf\l‘ﬂl‘
SCuUna aoes not nave OC 1INKCA suc LLOoIVeLYy willd (J.AAULAI\.A souna to

be interesting; it is interesting in itself, and only when produced fora
very long time can we learn anything from it.

A second important influence in Young’s works is the work in
clectronic music he did in 1960 with Richard Maxfield, musical
director in Yoko Ono’s studio and very much appreciated by Young
as sound cngmeer and composer. As in Young 9 work, the stress in
Maxfield’s music is on static composition and progressive development.

Young still retained his convinced Fluxus attitude and without
interruption went in scarch of new sounds. In 1959-60 Young wrote
pieces of a destructive nature and works where instruments are
treated in fairly unusual ways, and in which an indeterminate element
plays an important part. Examples are IVision for eleven instruments
(in which numbers in a telephone directory determine the time and
space in which the thirteen well-defined sounds are created), Piano
Prece for David Tudor No. I .and Composition 1960 No. 2. He also gives
attention to thc social aspects of performance, in Composition 1960

Py N
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7@ Monte Young

piano Piece for David Tudor #1

Bring a bale of hay and a bucket

of water onto the stage for the
piano to eat and drink. The

performer may then feed the piano
or leave it to eat by itself. If the-
the former, the piece is over after
the piano has been fed. If the
latter, it is over after the piano

aabe A .J,.A Ana ...J [P
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October 1960

4 Piano Piece for David Tudor No'l

Composition 1960 # 2

Build a fire in front of the audience. Preferably, use wood al-
though other combustibles may be used as necessary for starting
the fire or controlling the kind of smoke. The fire may be of
any size, but it should not be the kind which is associated
with another object, such as a candle or a cigarette lighter.
The lights may be turned out.

After the fire is burning, the builder(s) may sit by and watch
it for the duration of the composntlon, however, he(they) should

not sit between the fire and the audience in order that its mem-
bers will he abla to gsee and enjoy the fire,

we QuUIT sV OTT Qi

The composition may be of any duration.
In the event that the performance is broadcast, the microphone

5:5-60
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Composition 1960 #3
if ther2 is a limit on duration. It may be of any duration.
Then announce that everyone may do whatever he wishes for

Y PN t
o 5-14- 60

the Juration of the composition.

Composition 1960 #4

Announce to the audience that the lights will be turned off for
the duration of the composition (it may be any length) and tel!
them when the composition wiil begin and end.

Tum off all the lights for the announced duration.

When the lights are turned back on, the announcer may tell the

audience that their activities have been the composition, al-
though this is not at all necessary.
6:3 60
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Composition 1960 #6

The performers @ny number) sit on the stage
watching and listening to the audience in the
same way the audience usually looks at and
listens to performers. If in an auditorium, the
performers should be seated in rows on chairs
or benches; but if in a bar, for instance, the
[P S Wy an Ar obaan ......l ba

pCllU”llClb llllgllt lldVC LdUle Vil Stayte aiiu ve
drinking as is the audience.

Optional: A poster in the vicinity of the stage
reading: COMPOSITION 1960 #®6
hv
vy
La Monte Young
admission
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(price)

and tickets, sold at stairways
leading to stage from audience,
admitting members of the audience
who wish to join the performers on

the audience.

A performance may be of any duration.

July 2, 1960

5 Composition 1960 Nos 2,3,4 & 6

In Composition 1960 No.3 Young asks that the beginning and
ending of the piece be announced, and indicates that during that
time- period there is total freedom of action. In ("mnpmz'tz'on]%()No 4
Ln(. duuanLC QUC\ not KUUW WllLIl lIlC WUIK star Lb IIUW 1t uC'v'éu‘JpS anu
when it stops; the lights are turned out and after some time — when
the lights are on again — people are informed that the subject of the
piece was the actions and reactions of the audience. Composition 1960

No. 6 portrays best of all the traditional rdle of performer and audience

iy, o thn A ~he tha
oy uavxug, tnc 1ormer ooserve e latter.

In Two Sounds, from the middle of his Fluxus period, characteristics
of Young’s later work appear again, namely the use of sustained tones
and a long overall duration. The composer sees sound as atomic, as a
w'ngulcn event isolated from its surroundings. Dieter Schnebel spcaks,

in this context nf'“rhrnnoh rnmnncpd momentary musical cnanchmc

1Al LIS LULIITALy UL

Young faithfully tollows John Lagc s aesthetic since he also wants to

“free sound of all local and physiological ballast”. However, a dif-
ference hetween Vr\nr\o and ( aoe lies |n anlnﬂ S concentration on

ICICHILT UCLWLLLL 4 Uullg aniu Gt LS L k=) LCOLLCIALIAUIVIL O

only one event, while Cage’s works treat dlffcrcm events occurring
simultaneously in a given period of time. Young’s Fluxus activities
culminated in the foundation of the “Theatre of the Singular Event”

The first sound of Two Sounds is generated by a circular friction of
metal against glass, the second through friction of metal against
wood. Al Hansen wrote in his book about ‘happenings’ that this
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sound was held 15 to 20 minutes; it resembled the grinding of train

wheels, and was greated with shouts and catcalls durmg the first
performance.

Characteristic of this music is the use of extremely reduced sound
material — only two sounds — and, as will be seen later, the conscious
observation of the effect on the listener. “Simultaneously,” John
Cage remarks, ‘‘the attentive listener is struck by the simplicity of the
action and by the compiexity of the sound”. Young’s desire is to

penetrate the inner essence of the sound, and he has remarked that the
only way to do this is to sustain the sound for a long time. And it is
significant that Composition 1960 No. 7 consists of an open 5th with
the instruction “‘to be held for a long time”

6 Composition 1960 No7

The absence of anarchistic, destructive or aggressive characteristics
in a piece like this makes some critics conclude that Young’s work is
not part of the Fluxus ideal. For othcrs thc link with Fluxus cxists
hoerange the reatitired la th ~ftha tha af
U\,\.aua\, lll\, 1\,\.{uu\.u l\-llslll Ul Lll\. }beb Clllll3 Ulll) al. LllL llllLaLlUll Ul
the audience, while others consider this work to be part of a transitory
phase to Young’s repetitive period.

Ton 1QAD UV onsooam wxreenton 1L (§ 7 N, i AP, 4

111 1702 1 Uu115 WTIOLC 1 7i€ O€Cond 1r¢diii Uj LHL lllgll 4 L’I\IUH L41HL
Stepdown Transformer which marks his switch to electronics. For this
he selected four pitches and prescribed which of the four can sound
together and which cannot. The notes concerned have the frequency
ratios 36-35-32-24. This means that, it we assume that the lowest note
is G, the three others sould be C, C 8 (less than half a tone from D)

j gL | RaLend Ll ~. iglil gl LIC 220

and D.
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The length of the sounds is determined by the performers, but has
to be long enough to enable the listener to distinguish gradually the
overtones and combination tones. The foundation of this music is the

drone: continuous, low, sustained sounds, which Young realized
initially with a frequency generator but from 1969 on with a Moog
svnthesizer.

Howcver, t this pomt Young had not yet made a specmc move in

sl ten g e AL 1041
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number of aspccts that are shown 1n this kind of music. Young keeps
concentrating on the singular unique event, and at different points
during that year he wrote the same composition 29 times: Draw a
straight line and follow it. This is the same composition as his Compo-

citinn 1Q0AN No 10 i Fact Vanne wernate AN Aiffavantlar daead minqnc
IO 170U inO. 1U In 1aCl ¥ oung wrotc Sv airicrent Ly aatea PICCCS,

with the instruction Draw a straight line and follow it. The t st com-

v

from 1960 and is known as Arubic Numeral (any integer) for Henry
Flyvnt or X for Henrv Flynt. It prescribes a heavy sound or cluster
being repeated uniformly, regularly and for a long period. The work
differs from the music of other composcrs of repetitive music in re-
peating one and the same sound and not a motive or succession of

differend sounds. The essence of Youne’s Fluxus-inspired works is
LHHLICTIC LU SUUIIUS, L HIC LOSLHLL UL 1 VULig o & 1UXUus- llxv}ul\.k WOTrKSisto

look for a means to let the music explore the world of the sound inan
unusual but therefore more efficient way. Young’s Fluxus period
should be seen as a transition period in which the most important
basic characteristics of his work, like held notes and long duration, are
further developed.

In 1967, Young formed his own ensemble — The Theatre of Eter-
nal Music. He even considered a space for the permanent performance
of his music and thus the “Dream House” project was created in 1964.
Young envisaged this “Dream House” as a space in which people live
and make music. Initially the ensemble consisted of Young, soprano
saxophone; Angus McLise, percussion; Marian Zazeela, voice, and
Tony Conrad and John Cale, strings. Almost all the music that Young
wrote after 1962, such as The Tortoise, his Dreams and Journevs,
consists of two lcvels. one level made up of preselected pitches that
are held continuously, as the basis, the subject of the music, and a
second level of long-held pitchcs which form the basis for improvis—
ation. On this second level the puLuCS are also sclected accorumg (o
which of them are consonant in the improvisation and which are not.
Exceptions from this compositional technique are The Second Dream,
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Studies in the Bowed Disc, and The Well-Tuned Piano.

The Well-Tuned Piano of 1964 is the most frequently played work
from The Theatre of Eternal Music and is still in Young’s current
repertoire, along with excerpts from Torroise (sce later). The pitches
in The Well-Tuned Piano are selected according to the harmonic
relationship between the notes: only those notes that have an overtone
relationship to each other, or both to a third, can be used. The
rclationship between the overtone and the key-tone must be reducible
to a simple fraction. Therefore The Well-Tuned Piano cannot be
played at a keyboard in tempered tuning, because in that tuning only
a G and an A have a frequency that can be expressed in whole
numbers.

7 La Monte Young: The Well-Tuned Piano

Why then, one could ask, does La Monte Young aim for this
precision? The reason lies in the relationship between periodicity and
repetition. Precisely these harmonic sounds can, because of their
proportional relationship to the key-tone, be expressed in whole
numbers, one periodic and regularly repetitive. This mathematic
precision also has physiological consequences. Daniel Caux says that
“the relationship between two or more frequencies can best be
assumed by the human brain when the information 1s periodic™.
Young becomes increasingly interested in the determination of this
kind of influence on the listener.
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Like The Well-Tuned Piano, The Second Dream is a picce that only
consists of one sound line. This also goes for Studies in the Bowed Disc
(1963), a work in which Young and Zazcela bow a gong specially

manufactured for this work by sculptor Robert Morris. Young and
Zazeela decide, independently, how long to bow the gong for,
resulting in a sustained sound mass. Unlike previous pieces, a noise is
produced instead of pitches that are adapted to each other, and
another difference lies in the use of improvisation at ground level.

In 1964 the personnel of The Theatre of Eternal Music changed
and from 1964 till 1966, it included Young, who no longer played the
saxophone but sang instead; Zazeela, voice; Conrad and Cale, strings
and (sommmcs) Tcrry RIILy, v01cc

erformances of
The Iormzw Hls I)rcams and ]mnnevc and from 196 5 on Marian

3 SUSY
an integral part of The Theatre of Eternal Music performances. And
just as Young carefully selects pitches and adapts them to each other,
Zazeela groups slides that belong to each other. The intensity of the
“light bundles”’, the purity of the colours and the effect of one colour
on another are often adapted to the musical event.

The Second Drewin 15 a direct precursor of The Tortoise. The
toise acts as metaphor for the idea of playing the piece continuously
— a piece which has no beginning or end and which thus cannot be
recognised as a limited whole. Young’s performances are meant to be
excerpts of the total work that is supposed to continuc between

n

pgrfnrm nces, which themselves only take un the i

riormances, wnicn tnemsel CUAL WS L

The Tortorse music 1s modal; Young still uses basic itches, the drones
that are sustained for an unlimited period of time. Young says of these
drones that ‘““they are the first sound in the Tortoise’s lite. Thev are
primitive sounds that do not remember ever to have started and that
are perpetuated in the Dream House project”. The preselected
drones serve as the starting point for an improvisation in which the
overtones are strictly adapted to this key-note. Thus simple intervals
are created in which the continuity of the drone is central and over-

terriinted thread
WITUpCa tircadi.,

tones arc added only to obtain more relief. From the consonance of
key-note and overtones spring combination tones, the so-called sum
and difference tones, which finally results in a very complex sound.

“We do not uCCCS‘bdluv prcriCi‘ltL lquLlLil\,ILS das aconscquence or ds
a mclody, they can as well be observed as a proportion to a fixed tone”

says Young.
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In Drift Studies (196 6) Young cxperiments with harmonically

i1 i oLl 1 4

adapted sinc tones, and is part of the total Tortoise project: they arc
studies in the deviation effects that are created when simultaneous

oscillation produces two or more constant sinc waves. These deviation
effects are caused by a change in the phase relation of the sine waves
which, despite the high stability of the oscillators, deviate in pitch.
One gets the “sensational feeling that the body softly starts flowing
off in space and time synchronously with these waves”, says Young.

A second effect of Drift Studies has to do with the division of the air
pressure arcas in a room. In the high pressure areas the sound is
louder than in low pressure areas. For Young the positioning and the
spatial mobility of the listener are an integral part of the expericnce of

the Lomposmon From 1966 on Young always used electronically
enerated frequencies to produce his continuous Sounds\ whereas

(]‘3

generator tuned to a certain pitch, or by a turtle-motor that had
previously been used to run an aquarium filter. But from the end of
the sixties Young produced his drones by means of the ultra stable
sinc wave oscillators of a Moog synthesizer built especially for Young’s
work. In 1966 he composed Map of 49°s dream the two svstems of eleven
sets of galactic intervals Ornamental Lightvears Tracery. This total
environment, part of the Tortoise, his Dreams and Fournevs, consists of
a series of light and sound frequencies whose basis is The Two systems
of eleven categories 1:07:40 AM 3X 67-an adaptation of 2-3PM 12 X1
66-3: 43: AM 28X 11 66 for Fohn Cage from Vertical Hearing in the
Present Tense. Vertical Hearing in the Present Tense is a theoretical
work dealing with the total dominance of the harmonic structure of
the music, in which Young describes a method of controlling, with
acute precision, the combined and the generated frequences. (Generated
frequencies are tones produccd by the voice, a musical instrument or

I:J from P;[cc) are the sum and “|rrt>rpn{‘(‘

r and n
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an oscillator and combi
tones that are produced when two or more generated frequencies
sound together).
/‘v’x’uy ()f 49°s Dreain also examines I

sound waves on an audience exposed to these sounds for a number of
hours. By this means Young realised one of his main purposes, namely
the creation of a totally surrounding environment made up of fre-
quency structures in sound and light. The first public pert”ormance of
this show was given in 1969 in the Heiner Friedrich gallery in Munich.

Since 1966 Young has had a sound producmg installation in his

e Vat]
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uous, perioqaic
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8 Map of 49°s Dream: the two systems of eleven sets of Galactic intervals ornamental
Light-years Tracery

ems are audible for 24 hours a day, and
sometimes Iast for wwks or months He and Martan Zazeela work and
live in this space and frequently invite people who are asked to inform
them of their reactions, and these are later made the subject of
cxtensive reports.

In order to master the precise intonation required in the vocal parts

in Map of 49°s Dream, Young and Zazeela have studied with Pandit
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without their overtones, and that oftcn too much 1mportance 1s

attached to melody: **Melody does not exist at all (The Disappearance
of Melody), unless onc 1s forced to hear as melodic the movement of a
group of different simultancously sounding frequencies, deduced
from one series of overtones to another, due to previous musical con-
ditioning. Even before the first human being went from one fre-

quency to another (melody), the relationship of the second frequency
to the first was predetermined (harmonically) by the overtone-
structure of the key-tone of the first tone. And in the Tortoise’s life,
the drone is the first tone.”










Terry Riley

Terry Riley was born in Colfax, California, on June 24, 1935. From
1955 till 1957 he studied composition at the San Francisco State
College. Later he worked under Robert Erickson, studied piano with
Duane Hampton at the San Francisco Conservatoire of Music with

Adolf Baller. He financed his studies by working as a ragtime pianist
in the Gold Street Saloon in San Francisco. Riley wrote his first
composition at the age of 19. He formed an improvisation group with
Pauline Oliveros and Loren Rush and during 1959 and 1960 he and
I.a Monte Young worked with choreographer Ann Halprin. He
finished his studies at the University of California, Berkeley, in 1961
with Seymour Shifrin and William Denny. For two years from 1962,
Riley toured around Europe. In France he performed with a theatre
company and in Scandinavia he took part in ‘happenings’, street
theatre and jazz-concerts. At this time Riley gave his first All-Night-
Concerts, playing saxophone and several keyboard instruments, and
when he also began composing his first repetitive works. Back in New

P By £ 1., e

PR MRS RS .. .
he possibilities of electro-

York in 1964 Riley began to examine t
acoustic music.

In 1967, the Royal Academy of Music of Stockholm and the
Swedish Radio invited him to produce musical programmes and give

lectures. In the same year he gave an All-Night-Concert in the
Philadelnhia Calleas af Art where 4;2 ‘Al/ Nicht Flichr far cala-
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saxophone lasting 8 hours and 30 minutes was first performed.

During this period, Riley often worked with Arlo Acton, who
devised spherical loudspeakers to give optimal sound reproduction.
In 1969 Riley received an award for the music he composed for the
film Music with Balls. Like La Monte Young and Marian Zazeela,
Terry Riley has also been a pupil of Pandit Pran Nath.
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Riley’s music has influenced a number of American and European
avant-garde composers and many jazz and pop musicians. The Soft
Machine’s Moon in June is a clear example of this — in fact, the co-

founder of this group, David Allen, was a good friend of Riley’s. The

English group Third Ear Band also show their debt to Riley in their

use of “modal patterns on the principle of periodic progression”
With John Cale, Riley recorded the LP Church ofAmrar and the
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And, tmnally, the pop group Curved Air took 1ts name from Riley's A
Rainbow in Curved Air.

While La Monte Young’s early compositions were influenced by
Schoenberg, Terry Riley was initially influenced by Stockhausen.
For Spectra, a piece with different tempo levels for six instruments,
written during his youth, Riley was awarded the Nicola di Lorenzo
prize; although it evidently borrows from Stockhausen’s Zeirmasse for
five wind instruments, Riley’s modal way of writing is quite remark-
able. The String Quarter of the same period is closer to classical
Western music.

During 1959 and 1960, Riley’s and La Monte Young’s improvis-
ations, which gave their great scope for experiment and accident,
served as accompaniment to Ann Halprin’s dance. Although they
used unconventional means of producing sounds they did not use
non-electronic sound source. Around the same period, Cage’s
influence on their work becomes more and more obvious through the
interest they show in acoustic phenomena as such. In 1960, after their
LApCluucuLb with Ann Halpi‘iu, Ruc_y wrote an untitled work for
two pianos and made various tapes, still showing the influence of
Stockhausen. Though both Young and Rlley were interested in the
pllyblUlOgiC&l dIlu pS“y‘Cdel LuCCtS UI IIlUblL, LIlC_y UUl[l [ldu VCI)
different attitudes to these effects. Riley’s music develops out of a
marginal aspect of Young’s work, namely the repetition that Young
used in Arabic Numeral (any integer) for Henry Flynt and Dorian Blues.
While La Monte Young considers repetition as a controlling mechan-

mm Rilev sees renetition more as 2 means of formine his unusual

........... JOO%LS IV PLLINIVIL HIUIL GO 4G 1UUGIHS Ul 1UL LIS 1S uliudual

materlal‘
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This shows a number of differences between the music of both

composers. Riley replaces the constant in Young’s work with
—continuously-evolving repetition and multiplication techniques. A~
short motive or sound cell is repeated until the performer decides it

should be changed or replaced. The different cells in such compo-

sitions or improvisations are very closely related to each other. For

Riley, repetition in itself has no purpose other than being a musical

¢ q I ratinn N tho aner) Tndeed 1]
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has said that he would have been willing to drop repetition immedi-
ately if another system could have brought him closer to his purpose.
And while Young increasingly restricted compositional freedom,
improvisation assumed an ever more important role with Riley.
Initially he wrote the musical cells in traditional notation and in
pieces left it for the performers to determine the number of rep-
etitions of each cell. But later on Riley restricted his activities to solo
concerts in which improvisation becomes increasingly important.
Riley used two multiplication systems in his solo work: zape-loop, a
looped length of tape that repeats the same figure continuously, and
rape-delay, a method that served as an electronic quasi-feedback
system. Riley used tape loops for the first time in his tape piece The
Five Legged Stool in 1961, and used feedback for the first time in the
1963 soundtrack for Ken Devey’s The Gift. For this production he
collaborated with the trumpeter Chet Baker and his jazz quintet. Pre-
recorded tapes of the group were played back by the sound engineer
with slow echo and were repeated through a feedback system which
built the sounds up in cycles. This was a crucial discovery for Riley’s
succeeding projects, in which the idea of a cyclic structure frequently
occurs. In Dorian Reeds the tape delay technique was used for the first
time. This is a procedure by which a given motive is played by an
instrument recorded and reproduced with a short delay which is
brought about by the relative positions of the recording and replay

f tha rtan achs A ~ 1+ arnrd an h cod and
heads of the (ap macnines. A seCona ape reCoracr ¢an o uséa ana

placed some feet away from the first so that the original material can
be heard a third time. Dorian Reeds includes a number of elements
such as its instrumentation and the use of basic motifs which he
developed further in Keyboard Studies and In C. Composed in the
Dorian mode, Dorian Reeds can also be named Dorian Winds, Dorian

Voices, and so on, depending on which instruments are used in a
particular performance. The basic figure of the piece consists of the

V
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modal flgurcs each of which revolve around two or four notes of the

mode. The first figure is repeated continuously as a background
nnlsp gonmst which other hmn-nc are outlined Rv means of this

repetition, each figure acquires its own rhythmicand ‘melodic profile.
The vertical combination of sounds is relatively unimportant, since

what is important is the superposition of lines and not a succession of
vertical combinations. At this point, Riley’s melodic/rhythmic music
can again be set against Young's music with its almost exclusive
emphasis on harmony. Because the performers have the freedom to
create several new patterns (which Steve Reich, in reference to his

own music later called resul/ung patierns), the result sounds entirelv
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10 Kevboard Studies No 2
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In Kevboard Studies No.2 only eight different notes are used,
though octave doublings make the number up to twelve, spanning

only an octave and a fourth. Overall duration is not determined, and
the length of the separate sounds may be long or short, provided they
are of equal length. Changes in dynamics are not permitted and all
parts have to be performed at an identical volume, namely forre. None
of the individual figures is given any more importance than any of the

others and all notes are struck with equal, even attacks. Riley notates
the fifteen melodic cells in the traditional way, adding infinity signs to
indicate the high number of repetitions required.

The motives develop out of one another. The third figure, for
instance, is an extension of the second, which itself repeats notes of
the first figure in a different order; the last three notes of the fourth

;
second, and so on. The first cell is the basic figure in two respects: it is
both a continuous base figure and a generator of all the other figures.

Many of the Kevboard Studies series were not written down,
because of the emphasis on improvisation. The name Kevboard
Studies is appropriate because Riley literally considered these pieces
or improvisations as daily exercises to be used as preparation for his
solo concerts.

Many of the series of pieces — they were never presented as works —
are not dated, or if they are, only vaguely. Kevboard Studies No. 2 (or
The Untitled Organ) is dated 1966 in John Cage’s Notations, but
according to Daniel Caux it was written in 1964. Another study in the
series, Kevboard Studies No. 7 (1967) clearly illustrates through its
notation the cyclic design that we find in many of Riley’s compositions.

Three figures are written out on seven concentric circular staves.
‘The figure on the outside stave is the simplest and only includes four
notes: G, Bb, F, Ab, from which the other figures are deduced. The
next five circles carry the same figure, but are arranged according to
superimposed phase shifts. Thus we find the extended first figure:

g ab’ g bb £ bb ab ..
g° ab> g bb> £ bb ab ...
*ab’ g bb’ 2 bb’ ab’
bb> £ bk ab .
ab> g7 bb 2 bb ab’

812}
- g

79 ®©
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The middle circle has one more pitch: the seven-note theme of the
previous parts, extended with a high C. All circles have the same
number of notes, namely 56.

11 Keyboard Studies No7 (1967)

To sum up, we can say that Riley’s works are made up of cells that
are continuously repeated and produce ever-new combinations. Thus
his music is produced by the superimposition of a number of indi-
vidual lines which the listener observes in ever-different ways through
repetition and ovcrlappmg of predictable accents. It is characteristic

{' ],‘ | tha A, | a g H 12N
G evo "Ag repeti tition that a dualism 1 graaquany cmerges oetween

the micro-structure of the sounds and the macro-structure of the
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composition. The constant change at micro-level is indeed linked to
the texture that remains largely invariable and static. Hence the
suggestion of immobility that Riley’s music gives after some time,

despite the quick tempt. Thus Tim Souster's opinion that “with
Riley it is not what happens at each moment that is important, but
what counts 1s the development of the whole time process”.

In 1964, Riley composed /n C which 1s generally considered as the

rvmr‘al nnlcn mm‘r* rh_mmh a nnke was 1mnl|mr n rhp rponlarnv of the

ece ulse v e regularity of t
ad 5
the other hand, is comxderably more Complex, since there are 53
different figures offering far more rhythmic and melodic variation
than does Kevyboard Studies. The composition develops from the idea
of starting loops of different lengths on different tape-recorders
bringing about a constant network of overlappings. All the parts are

regulated by and refer to, the pulse of a continuously repeated high

quaver C. Every part is of equal importance, there is no accompanied
melody and no foreground or background. All performers play from
the same score but they may start at different times and choose the
number of repetitions for themselves. This means that each player
will take a different length of time to run through the ceils. The type
and number of instruments are free, the only limitation being that
only instruments capable of playing the prescribed pitches may be
used. Unlike Keyboard Studies, which can be performed as a solo
piece, In C is genuinely and exclusively an ensemble piece.

)
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N

12 Thirty-five of the fifty-three figures from In C (1964)

it gives to the performers. Riley almost exclusively concentrates on
the definition of form that “has to be simple enough to lead the
improvisational ensemble of the musicians through good channels”.
Nobody is allowed to play as a soloist, but at the same time, even
though the form has to be respected, this does not hinder the per-
former’s free expression

former’s free expression.

From 1967 on, Riley appeared more and more frequently as
soloist/improvisor in a series of so-called A/l-Night-Concerts. For
Riley’s music — whose intention was to rouse the listener’s emotional
vibrations — it was necessary to place a large number of loudspeakers
we have to be carried by its bloodstream”, Riley has said.

A Rainbow in Curved Air was composed in 1967 for electronic organ
and clavichord, rocksichord, tambourine and dumbec, all played by
Riley using every technique of overdubbing. At the base of this compo-
sition lies a theme of fourteen notes, consisting of two figures played
by the left hand.

13 Basic left-hand figure from A Rainbow in Curved Air (1967)
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The first figure consists of two cells of three notes, the second is a
variant of this consisting of two cells of four notes. The figures and
cells can be combined with cach other, though the order within the
cells has to be respected. The melodic evolution of the theme allows
cach note to be the beginning or end of a musical phrase. This retro-
grade theme runs through the piece as a loop-parr. A definite tonality
is nowhere established. Two plateaus can be distinguised during the
course of the piece, the first being a pure repetition (or pulse) plateau,
the second being built up improvisationally.
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In Persian Surgery Dervishes (1970-1971) Riley elaborates one of
his favourite figures, namely A G Ab Bb F, which appears in his
works from 1964 onwards. His first improvisations Autumn Heavers
and Untitled Organ (or Kevboard Studies No. 2) use 1t and it also
appeared in Kevboard Studies No. 7. Except for this one written
theme, one can hardly speak of a score in Persian Surgery Dervishes.
Riley considers the function of notation in general to be more like an
aide-mémoire.

It1s precisely in the treedom that Riley gives to his performers (for
example, In C or the subsequent O/son III of 1967 for instrumental
ensemble and childrens’ choir) that he differs most obviously from
Young, Reich and Glass, who write music that is much more strictly

arcganized Firet af all Rilavy 1c a narfarmer wha comnacec and nat a
Vigailldlu, L1100 Ul all ANUVY 310 a pUliiULl il Wiy LULLIPUSLS aliu vt a

composer in the narrow sense of the word. As with other composers of
complexity over the years, which in his case results from his increasing
improvising experience. A conductor would be superfluous in Riley’s
music, because all those elements that are usually controlled by a
conductor, are absent from Riley’s music which instead deals with
dynamic nuances, tempo changes, obligatory attacks and so on; and

\lY}'\PrP mehn Qnr“ Y‘h‘lfhm QY‘P f‘{\ﬂ{‘Pr"\PA I’\P!"r rMaerc nqn Q]‘lIQ‘YC FQ']
1P iyt a ALLIIICU,y PULIUIUICTI S LAl Aiwayd iais

back on the pulse.

In 1967, Riley realized Poppv Nogood, a work for soprano saxo-
phone and time-lag accumulator, at festivals in Pennsylvania and
Amagansett (Long Island, New York). (A time-lag accumulator 1s

\lQP{“ fr\ hr{\AI1P0 an Qrflrvr‘vonw rpnpofnr‘ echo urhncn lenoth can he
rl Qail Liiinviail }J AN Y \'\LIU Viiwvow A\-llsLll bull LA

varied). And around that txme, Riley also performed Poppy Nogood’s
Phantom Band Purple Modal Strobe Ecstusv at different locations in
New York, along with a group of dancers and acrobats called The
Daughters of Destruction.

Terry Riley situates his music between the Western tradition and

jazz. Accordmg to Riley, in the West, people tend to add oo much
material. On the other hand, Riley examines only a small amount of
material mrenmvplv and only when the material isexhausted does he

add something new to it.

Thoug Riley has studied with the Indian master Pandit Pran Nath
since 1970, one cannot find any real influence, since he came to
Indian music more by thinking through his own musical ideas. This is
partly proved by the fact that he does not rely on a fixed form-scheme,
which is an important aspect in Indian improvisatory music.
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Riley is the only one of the four composers under scrutiny whose

music deviates from the principle of objectivisation of the music.
While Young expressed his concern about the role of the traditiona]

composer handling sounds to express his thoughts, Riley considers
the idea of free improvisation to be an important aspect of spon-
taneous expression. He says that ““the music has to be the expression
of spmtual categorles like phllosophy, knowledge and truth, the
highest human quauues To realize this, my music necessarily radiates

balance and rest.”
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Steve Reich was born in New York on 3rd October, 1936, studied
philosophy at Cornell University and composition at the Julliard
School of Music and at the Mills College (California), with Luciano
Berio and Darius Milhaud. He remained in San Francisco for some
time, where he devoted him%elfentirely to composition until, in 1966,
WIILII DaCK IH l\lCW I UIK IIL set Up Illb own CIIS@TI‘IDIL Wﬂl(.ﬂ ndb blnLC
grown from three to over twenty musicians. In fact the development
of this ensemble goes hand in hand with the gradual evolution of
Reich’s works.

The influence of ethnic music on his compositions is strong. In
1970 he studied drumming techniques with a master drummer of the
LEwe tribe in Ghana, and in 1973 and *74 he took part in a seminar on
Balinese gamclan music at the UnivcrsityofCalifornia Bcrkclcy Itis
no coincidence that many of the musicians in Reich’s 01‘1g1n2u
cnsemble had studied at Westleyan University, whose extensive
course in ethno-musicology or world music was the first of its kind in
the United States.

In 1972 and 73, Reich collaborated with the dancer/choreographer

or n

“urone and

T arira Dean. with whoam he gavye nint nert 1
i l‘\“ in Lur UL aldit

AULA L/70ALLy WILIL WAIULIL 1L (G JuULL

America. He was invited to Berlin to be an artist — as part of the
DAAD scheme — and in 1974 he published his Writings abour
Music. Reich has had several important commissions, such as the
onc from the Holland Festival for which he composed Music for a
Large Ensemble in 1979.

In the early part of 1980 the scores of seven works, written between
1967 and 1973, were published by Universal Edition (London).

MAaNeNg
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Steve Reich’s early works are remarkable for the emphasis they put
on the written word and in particular the poetry of William Carlos
Williams, Charles Olsen and Robert Creeley. But he soon began to

feel a lack of freedom when setting texts to music so he began using
extracts from speeches, interviews, sports commentaries, etc. as the
basis of a number of tape pieces, and this gave him afar greater degree
of freedom in handling the spoken word. Reich had already worked

P POy crsiim At Al enean O Lo ol
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Haircur, an experimental film by Robert Nelson. Following Riley’s
example, Reich experimented with tape loops and in 1965 he acciden-
tally discovered the process of gradual phase shifting. His intention
had been to let the same loop play against itself, but during the

avnarimeant ha nataed that tha twn tane racardere Aid nat rivn ot
experiment ne€ notea tnat tne two tape réCoraers aid not run at

precisely the same speed and this produced a time shift between the

experiment with different loops in unison, allowing them to shift
gradually out of phase with each other. This technique, along with his
free use of textual snippets and his growing interest in repetition, are
the most important characteristics of Reich’s early works.

It’s Gonna Rain 1s a tape piece composed in 1965, and it uses

pvr‘prnfo fra a eneacrh Rairch racardad af a klaﬁb r\rnnn‘-\ Aratin
A Lpes ircm a spLiiil nCICN recoraea o1 a tiack PL gacner UlﬂLlllE

about the deluge. In the first part of this work a gradual phase shifting
process was applied; the second part has a more complex construction
and includes more fragments from the preacher’s text: “Knocking
upon the door, let’s showing up, Alleluia, God, I didn’t see you”.

This series starts with two voices and is spun out hv ch1fr|no the

phasing of patterns until eight voices are heard. Reich descrlbes this
phase shifting process as “‘an extension of the idea of infinite canon, or
round in medieval music, in which two or more identical melodies are
played; one starts after the other, as in traditional rounds, but in the
phase shifting process the melodies are usually much shorter repeating
patterns, and the imitations, instead of being fixed, are variable.”
In his Writings about Music, Reich says that the importance of the
phase shifting process lies in its impersonality: once the process has
been set up, it inexorably works itself out, is very precise and leaves
nothing to chance. Come Out and Melodica (1966) were built with the
same means as It’s Gonna Rain. Come Out is based on a phrase of a
19-year old boy: “I had to, like, open the bruise up and let some of the
bruise blood come out to show them”. This sentence is repeated three
times and subjected to fragmentation through phase shifting, and in



overlappmg of text and phonetic fragments.
~ Meclodica did not use vocal materials but uses pitches playedona
melodica; this material is then worked on through a series of tape-
[oops. 1t has the same rhythmic structure as Come Our and was Reich’s
last tape piece before he switched to writing instrumental music

From 1967 on, Reich applied the gradual phase shifting process to
pianos, the first of Reich’s pieces in which one can see very clearly the
dualism of stasis and movement that is characteristic of repetitive
music consisting of a fixed part that repeats the basic pattern through-
out the piece while the second partaccelerates to take it out of phase to
produce an ever-changing alignment against the first part, resulting

ctraceing nf caonctantlu diffarant natee ar oratine of natoee The
11ULLC D, 1 1L

in the stressing of constantly ditferent notes or groups of
piece 1s built up cyclically: the second player starts playing a quaver
further on in relation to the first player after each acceleration so that,
cventually, after a certain number of repetitions, both players reach

unison again. Three cycles are run through in this way, and each time
a1 new (‘U{‘]P begins the basic motive is altered. The first melodic

1ICW (o8 Lw) pasad taiL Vaosit VLY LIPS L) $ G109 41130 1aCIULL

pattern, from Wthh the others are derived, consists of twelve notes
and uses five different pitches.

J. =ca 72
Repeat each bar approximately number of times written / Jeder Takt soll approximativ wiederholt werden
entsprechend der angegebenen Anzahl / Repetez chaque mesure a peu prés le nombre de fois indiqué
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16 Figures 1-6 from Piano Phase (1967): phase shifting of the first melodic pattern
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17 Figures 13-19 from Piuno Phase: transition between the first and second sections

Piano Phase 1s still a fairly rudimentary work and lacks any harmonic
complications. In Violin Phase, written in the same year, the basic
mclodic motive becomes more complex harmonically as well as
rhythmically. It is composed for four violins but can also be performed
with three pre-recorded violins and one live violin and is provided
with an extensive accompanying text with performing instructions.

Violin Phase has five sections from which cyclic structure has

tirelv disanneared: nhau‘ shift is still used but the ficures no loneer

entirely disappeared; ut the figur longer

return to unison. And in addition Reich introduces a second motive in
this work, clearly different from the first in pitch and rhythm. What is
new about the sccond part of I7iolin Phase 1s the appearance of resulting
patterns. When one listens to the repeated figures one may hear the
lower tones forming a particular pattern; then maybe the higher notes
arc heard to form another pattern, and after this, the medium tones
may become linked to lower ones to form yet another pattern. All
these patterns are created by the interlocking of two, three or four

violin parts all pld}ing thc same pattern, but out of phasc with cach
othcr Because it 1s inevitable that the listener will hear and because,
t the same time, the listener decides what he wants to hear and when,

L~ Py

one can understand the p\)ulu acoustic cffect of this music. Reich
says “Somc of these resulting patterns are more noticeable than
otlurs, or become noticeable once they are pointed out. This ‘pointing
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out’ process 1s accomplished musically by doubling one of these pre-
existent pattcrns with the same mstrumcnt, 1.e.aviolinin Violin Phase.

increased so that it slowly rises to the surface of the music and then,
by lowering the volume, gradually sinks back into the overall texture,
while remaining audible in the whole, as an integrating element in the
entire sound field. The listener thus becomes aware of one pattern in
the music which may open his car to another, and another, all sounding

simultaneously in the ongoing overall texture of sounds.”

The third section of Violin Phase starts when the resulting patterns
disappear and the violins, now playing in three voices, build up a new
phase shift. When violin two disappears and the third recorded or live
violin starts playing, a new series of resulting-pattern begins. In the
fourth section both resulting patterns and the nhnw chlfnmr process

oul cetioll 3 D l' allcl VIO DiasC »IIHI LI e

phase relationship with the other parts which keep repeating. In the
fifth and last section the phase shifting disappears and only resulting
patterns are left. Changes in dynamics occur in this piece, but are
hardly audible because cach crescendo in one part is compensated for
by a crescendo in another part, or otherwise happens very gradually.

TAPE TRK 2
(VIOUN 1))

TAPE TRK 2

[CNTRY

hoid lempo |
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hoid lempo |

TAPE TRK 1
{VIOLIN ¢)

Rewn of
TAPE TRKS 142
(YIOUNS 1036

VIOLIN

(VIOLIN D,

accel v shghity

18 Extract trom iolin Phase (1967): resulting patterns on stave four and alternative
resulting patterns on stave six
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Subsequently, Reich elaborated these principles in Phase Patterns
(1970) and in Drumming (1971). Chronologically speaking Violin Phase
inaugurates a period during which Reich wrote live electronic music.

He built up a system in which the phase shifting process happens so
slowly that very small rhythmic differences are audible and the one
pattern gradually flows into the other. In this system one first hears
scparatc notes, played in phase, and then one part moves to its own

1.~ N, PN P I

tempo that differs only slightly from the original tempo. As an aid to

the performance of this music Larry Owen built a phase varying
metronome for Reich and in 1968, the Phase Shifting Pulse Gate was
ready and was used in two electronic works of 1969, Pulse Music and
Four Log Drums.
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19 Pulse Music (1969): for Phase Shifting Pulse Gate
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Reich performed Pulse Music for the first time at a concert in the

New School in New York in 1969 and a second time in a modified
form in the Whitney Muscum of American Art. Eight oscillators

rcalize eight different pitches, of which four are put through different
channels, so that the gare has a total capacity of twelve notes. Bars 13
to 16 of this work illustrate how these undoubled notes appear in four
different phase positions. The dotted lines mark the places where
phase shift appears.

For the concert in the Whitney Museum, Pul/se Music was preceded
by Four Log Drums — its sole performance. The gare functioned as an
instrument for programming the four performers, each playing a
wooden percussion instrument with two pitches. The performers
hear the pulsations the garze produces over headphones and their task
is limited to reproducing the pulse they hear through the gare on their

S, 3 5
latter therefore starts immediately after bar 14 of Four Log Drums.

20 Four Log Drums (1969)
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But Reich was not satistied with the results of these electronic
machines, so these compositions were soon discarded. One live
clectronic piece, however, Pendulum Music of 1968, remains from this

period; it is sttt often performed and was published i score in 1980,
In this piece three or more microphones, fed through amplifier and
loudspeaker, are suspended from the ceiling at the same height, so
that they can swing freely. The microphones are suspended in rest
exactly above the lmldsnf:akcr& so that feedback will h(‘ produced
performance thc pcrformcrs take hold of thc microphones and draw
them towards them. Simultancously the performers release the
microphones and as they swing over the speakers a series of feedback
pulses 1s produced. The performers join the audience and when the
microphones are still and a continuous feedback is heard they take
hold of their microphones again and the picce is over. Pendulum Music

1s a clear illustration of Reich’s well-known statement: “Once the
process has been set up it inexorably works itself out.” This also
makes clear how the composer strives for impersonality and the
removal of subjectivity from his music.
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Having discarded the phase shifting gate, Reich still retained some
of the techniques he discovered through it and applied them in Four
Organs (1970) to live musical instruments — four organs and two

pairs of maracas. The maracas maintain a fast quaver pulse through-
out the piece while the four organs stress certain quavers with a
recurrent 11th chord. The main characteristics of this work are
rcpctition rhythmic changes in the organ parts based on the augmen-

i nracece and tanal writs Koy rogne ovunlueg inm a linear
LaLlUll lJlU\..bDD aliu wuvlial VVlltlllb 4 Uetr /T HUS LVULVULY L a diiical

proccss rather reminiscent of a slow crescendo; the consonant chord
continually expanded until it appears as a horizontal consonant after
twenty minutes. By means of this lengthening process Reich intends
to obtain slow motion music. The concept of this work grew out of

another composition, Slow Morion Sound of 1967, and thiscarries the

AU LULLPUSI UL,y O sele O 2TV Qiil L1 S LAl 1i1v Y L

instruction: “‘Gradually slow down a recorded sound until it is many
times its original length without changing pitch or timbre.” For

technical reasons this augmentation process was never carried outina
tape piece, but it is applied in a modified form in Four Organs and in
Music for Mallet Instruments, Voices and Organ (1973). The linear
cvolution of Four Organs makes it unique in Reich’s works since his
other carlier works are mostly conceived cyclically' starting in unison,
Shiftine nhase and eventually ret

......... g phasec and cventually return ‘.n(’ to unison.
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21 Four Organs (1970): first and last bars. The chord becomes less dense after 24
beats and entirely disappears after 156 beats

In Phase Parterns, also for four organs and written in the same year
as Four Organs, Reich developed the system of resulting patterns.
The keyboards are played as tuned percussion instruments in Four
Organs but more so in Phase Patterns, where the technical difficulty of
the keyboard writing 1s voluntarily highly restricted. The complexity
in the work lies elsewhere, namely in the precise rhythmic relations
between the different performers. This stress on the purely rhythmic
element becomes more and more obvious, and this Reich affirmed
when he indicated that this piece made him concentrate seriously on
the study of African percussion techniques.

In Drumming (1970-71), Reich stresses the rhythmic construction
partially by the use of percussion instruments. He wrote this piece
after a study trip to Africa in June/July 1970 and the influence of
African music is obvious. Drumming is a key work in Reich’s output

because it is the last one he wrote in which he uses phasing and
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The first keyboard player begins and is joined in unison by the second at number o. After about
a minute of getting comfortable the second player gradually increases his tempo very slightly so
that he begins to move ahead until, say in about 15-30 seconds, he is one eighth note ahead of the
first performer, as shown at 1. The dotted lines indicate this gradual movement and the con-
sequent shift of phase relation between the two performers. This one eighth note out. of phase
relation Is then held while the third and fourth performers bring out several patterns resulting
from this combimation of keyboards one and two. Six patterns of this sort are written ont al 1.

22 Phase Patterns, bars 0-1. The process of gradually shifting phase relations between
two or more identical repeating figures played on two or more identical instru-
ments.
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because he introduces a whole series of n 1niques. Reict
uscs female voices as a part of the mstrumcntal ensemble b_\ akmg
; instruments. He also

combines instruments with different timbres — here unmixed
through his use of identical instrument groups. In Drumming Reich
makes the timbre changes autonomously, independently of rhythm

and pitch. At the opening of the first part of Drummmq Reich
introduces the technique of rhythmic construction in which rests are

systematically replaced by units of sound and units of sound by rests.
Thus, Drumming can be considered as a blueprint of almostall charac-
teristics of Reich’s later works: phase-shifting, resulting patterns,
rhythmic construction and the application of the augmentation
process.

=3 e foatist
5‘&‘.@%} YOV S ity =

® \ —_k 1 L
4
— P
ey .}
= ¥
RY: A S
I v‘h . —

@%@
bl 's-
U
)

&—:&% = S|

23 Bars 1-8 and 93-100 from Drwmmang 11971): two performers substitute beats for
rests, gradually building up the basic rhythmic pattern
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Reich used sudden nhqce changes, as nnnnm‘d to the

phase
shifting, in some of the tape works he wrote before 1970 but he onlv
applies it systematically after Clapping Music, composed in 1971 out

of a desire “‘to write a piece of music that would need no instruments
at all bevond the human body” (in this case two performers clapping
their hands).

J = 160-184 Repeat each bar 12 umes/Répetez chaque mesure 12 fois/ Jeden takt zwollmal wiederholer

claplnv‘q¥n by;.;*myjj j\ D#%m ﬂ ) Jayﬂ

clap zl*fff”fr’ ’]’I"’*rr’r]”ﬁ rr U#U rr U rrvrrﬂ
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24 Clappe Music (1971 the basic rhyvthm and the first two rhythmic shifts

In this work, two identical rhyvthmic patterns of twelve quavers are
plaved simultancously in different phase positions. The phase shitts
arc not made gradually after twelve repetitions of the same phase
relationship with cach quaver, so that the original unison is reached in
the thirteenth figure.

After Clapping Music, Reich decided to discard phase shifting process
as a compositional technique and concentrated instead on the
techniques of rhythmic construction and augmentation. From this
decision, three new compositions resulted in 1973: Six Pranos, Music
for Mallet Instriments, Voices and Organ and Music for Pieces of Wood.
Siv Pianos clearly illustrates the process of rhythmic construction and
systematically replaces rests by sound units. Three piano players play
the same cight-beat pattern, but with different notes; the two others
play in a gradually ev 01\ INE Process dnd in unison one of the t lg,uru of
the other plavers. First they play the fifth beat of the other performer
on their seventh beat, then the first buat on their third beat, cte... till

Ao YN

pldlll\L\ four and five inte CEIT un periorm tné same
beats out of phase. At the end of this process all the rests have bccn
replaced by notes.

srn. hut two
Lily L7UL i
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25 Six Pianos (1973): the first cight bars demonstrate the rhythmic construction

Reich has said of this process that he applied it previously in
Drumming, but its use in Six Pianos happens, unlike Drumming,
between different performers playing the pattern against each other.
“The result”, Reich writes, ““‘can be compared to the Drumming-
technique, but the way it is obtained, is basically different.” Music for
Mallet Instruments, Voices and O;gun was finished in May 1973 and

consists of two simultaneous, interrelated rhythmic processes. The
first is the bar- hv bar building up ofa (‘Innlu‘me of a renpntma pattern

LEL SRR ) aCGuitalc Vil alc

with the duplmatc being one or two beats out of phasa w1th the
original, just like in S7x Pianos. This triggers the second process, the
augmcntation of a simultancous but different rcpcating pattern The
llIbl pIOCﬁ'SS lb pcrlormtu D) mdrmm as g nst nldrlrrll_)aS, dIlLl U)’
glockenspiel against glockenspiel, and to these rhythmic structures

two women’s voices and organ are added. When marimba and
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clockensniel have reached their point of highest activity. and the
clockenspiel hay eached their porr ngnest activity, and the

voices and organ have stretched their values to a maximum length, a
third woman’s voice 1s added and doubles some of the melodic

motives which result from the marimba parts. Then a vibraphone
plays a quick, flowing %emiquaver figure with marimbas and glocken-
spiels suddenly playing in unison, while voices and organ again

reduce the length of their notes. This coupled process of rhythmlc
construction, augmentation and reduction to rhythmic unison occurs

four times in other parts that are marked by changes in key and
measure. The first part is in F dorian and 3/4, the second in A flat
dorian and 2/4, the third in B flat minor and 3/4 and the fourth
consists of a dominant 11th chord on A flat in 3/4.
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26 Music for Mdallets (1973) N

Reich’s approach to the human voice in Music for Mallet Instriments,
orces and ()rgan was entirely new, and he succeeded in using the voice
in such a way that its timbral quality can be called vocal as well as

instrumental. In his Writings about Music, Reich indicated that *‘the

e te el o f lactriiesmnante hu hiiman uaices”’ wae ane of his main
imitation o1 InNStruimcnts Uy numan voices wad UIIC Ul 1S 11:Qan

concerns in the picce; he also announced that there were a lot more
possibilities in this arca that he wanted to realize in later compositions.
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But before concentrating on those picces, we should look briefly at
Music for Pieces of Wood also composed in 1973. Like Clapping Music
this piece arose from the desire to make music with the simplest

possible instruments, in this case five claves with specified pitches
(A, B, Csharp, D sharp and D sharp an octave higher) played by five
players with strong, resonant, attacks. In fact Reich has said of his
work that “It is one of the loudest I ever composed and no form of
amplification i1s needed. The piece can eventually be played on tuned

cowbells.”
The structure of this piece is once again based on the rhythmic
structurc where rests are systematically replaced by notes. The work

1 dividcd into three sections whose bar lengths are reduced cach
1 A/A 4/4 and 3/4.

After 1973, Reich concentratcd on composing for large ensembles,

Y
Music for a Large Ensemble (1979). The enlarging of Reich’s performing
group is accompaniced by a growth in importance of psycho-acoustic
by-products; in fact one even gets the impression that these effects
play as important a part as the development of the process itself. But
the augmentatlon of the harmonic and melodic material and the very

ice weichtino onr*‘ caomhbininoe nF f'hfrpronr timhr e-orguns ic
}’l\\.«lﬂ\. VVLIE,II\.IIIE, ali \.\JlllLlllllllE, Ndilinvivian LllllL}l\, E, },/J 19

particularly noteworthy. Although Music for 18 Musicians harks back
to Reich’s earlier works, its structure, instrumentation and harmony
are new. The basic material consists of a sequence of eleven chords
which are heard at the beginning and the end of the work. These
chords, repeated in pulsing and sustained notes for the length of two
brcaths of the bass clarinettists, are examined one by one over a
period of five minutes as the basic harmony over which longer
musical periods are later elaborated. The difterent sections of the
work have an arch structure: A B C D C B A. The main focus in Music
for 18 Musicians is on harmony — in fact Reich has noted that the
opening of this work contains more harmonic movement than any
other of his picces. Rhythmically the work has two distinctive features:
the regular pulse of piano and percussion and the rhythm of the
human breathing in the vocal and wind parts, and the interaction
between them brings about, according to Reich, a remarkable effect
of wave motion At the basis of the development of Music for 18
Musicians 1s the rh ythmic I'Cl"uuuou‘p OCIWEESH Narmony ana mceioay.
A single melody may be repeated a number of times but it can be
stressed differently by the rhythm, so that ever-changing tonal

otwonn harm g ang 1 malady
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harmonies appear. These rhythmic and resulting harmonic changes

move against a constantly sustained melodic pattern. The vibraphone
functions as a ‘conductor’ by indicating when the players have to
switch from one section to the next, or when the harmony or melody
should change within a section. )

Music for a Large Ensemble had its first performance in Utrecht on

June 14, 1979. The work was commissioned by the Holland Festival
and performed with some of his own musicians and members of the
Netherlands Wind Ensemble. Reich has said that Music for a Large
Ensemble develops out of two previous compositiom Mmz'cfm‘ Mallet

Tsrorsaimienre Vaze
LFSLTHnieEricd, v oic

€8s an
more musicians than Reich had ever worked with before and includes

AL V332 and AL, Frae TO A odns vene T mmnnl oo

U \Ilgull alid xuuSlC_/Ul 10 1V11{\1Llu113 it CluplU_)/S

brass and percussion, to which women’s voices are added. The piece
is in five sections, each having a sort of A-B-C-B-A shape. At the
beginning there are some shorter phrases, which grow longer by
means of augmentation, and later on return to their original length by
means of diminution At which point, the key and/or time changes

and tha navt cor T the idd af cach coctinn thora arn
allu llL LICAL ‘M\,LI\JII Olal O lll LllL lllluul\, Ul Lacil ’L,\,LXUI] Lll\/lk al
SO

[
¢ longer and decorative melodic lines that can be heard in the
clarmets and the first violin: these are signs of Reich’s growing
interest in longer and more traditionally-orientated melodies. “This

interest has its roots in my carlier picces and in my study of the
uncnno and reciting of Hebrew w N'ITI‘nO& in 1976-77, Reich has noted.

Siligiiig 4 iLye is v AL ULCW

And his current interest in human breathmg as a measure of musical
periodization accounts for the use of four trumpets in this piece. The
piece can be played without conductor: ““When much rehearsal time
is available, one can learn to deduce, while listening, from the vibra-
phonist’s signs when one has to move to the next bar. Thus Music fora
Large Ensemble can be considered as a piece of chamber music for a
very large ensembie”, says Reich.

Octet (also composed in 1979) is evidence of Reich’s continuing
interest in more expansive melodic material, and this work, the sub-
sequent Variations for Winds, Strings and Kevboards, along with Music
for a Large Ensemble, formed the programme for the major Carnegie
Hall concert Steve Reich gave in New York on February 19, 1980.
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Steve Reich
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Music for a Large Ensemble (1978)
Octet (1979)
Variations for Winds, Strings and Keyboards (1979)

performed by
—~ -— e w - = e o
and guest artists
Percussion Keyboards Strings Woodwinds Brass
Russ Hurtenberger Nurdt Tilles Shem Guibbory Viegll Blackwell David Taylor
Jumes Preto Edmund Niemann Chris Finckel Mort Silver Lawrence Benz
Bob Becker Lacry Kurush Michuel Fincke! Richard Cohen Douglas Hedwig
Glen Velez Joseph Kuhers Robert Chausow Paul McCandiess Marshall Farr
Gary Schall Steve Reich Ruth Slegler Ed Jofle James Hamlin
Duvid Van Tieghem Louis Puer Vivian Burdick James Dooley
Richurd Schwarz Voices Claire Bergman Ellen Bardekoff Clifford Haynes
Jay Clayton Judith Sugarman Vinceni Gaojeck Richard Schneider
Elizabeth Arnold Christine Gummere

Ron Lawrence

@An

(o]

Variathons for Winds, Sirings snd Keybeards (1979) bars 454-501

Tuesday, February 19,1980, at 8pm

Carnegie Hall

154 West 57th Street, New York, N.Y. 10019

dan =n nn

tickets $10.50, $9.50, $8.50, $7.00, $5.50
at Box Office or call Carnegie Charge (212) 247-7459

with wpport from The New York Mate Councl an (he Arts snd The National Endowment for the Arts
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Philip Glass

s A/

Philip Glass was born in Baltimore, Maryland, on January 31, 1937.
Initially he studied flute, then piano, harmony and composition with
Louis Cheslock. After studies at the Julliard Music School he studied
with Darius Milhaud (in 1960) and Nadia Boulanger (between 1964-
1966) in France. During his stay in Paris, he worked on a sound track
for a movie and met Ravi Shankar and his tabla player, Alla Rakka. In
1966-1967, Philip Glass stayed in Tibet and India, and during these
trips his interest in non-European music grew and he paid especial
attention to musical traditions based on additive structure principles.
By the end of 1967, Glass had returned to the United States and
settled in New York, where a year later he set up his own performing
group, the Philip Glass Ensemble. His first opera, Einstein on the
Beach, a collaboration with Robert Wilson, was given its premiére in
Avignon in 1976. In 1971, Glass set up his own record label Chatham
Square. He wrote the soundtrack for the film North Star, Marc di
Suwvero, for which he obtained a prize at the Chicago Film Festival. In
response to a commission from the Holland Festival in 1977, Glass
wrote an organ composition for the tenth birthday of the De Doelen
organ in Rotterdam and wrote a second opera, Sazvagraha, first
performed in Rotterdam in September 1980.

Not much is known about the works Glass wrote before 1966 —

some LIEIIL)’ Luxuyuo;uuuq, of which around twenty were p"hhdhed,

written mainly in what Glass has called ““a more traditional style’” and
which Glass has disowned since 1968.

Glass’s more personal music is based on repetition in which the
musical figures are structured according to an additive method, and
this method of structuring is, without any doubt, the most charac-
teristic feature of his style. Its origin lies in Indian music, and it can be
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sct in opposition to the Western principle of divisive time division,
with longer units being subdivided into smaller units. The Indian

. | her hand ks wi hi e
created by bringing smaller units together which have a structure
different from that of the larger units they finally form. “These larger

units or periods are integrated in a cyclical process. Other cycles with
different rhythms are added afterwards like in a wheel-work: every-
thing works simultaneously in a continuous transformation”, Glass
says.

Before he began to employ additive structures, Glass wrote music
based on repetition and rhythmic cycles, also Indian in origin.

In Strung Owur (1967) for electric violin and 600 Lines, written for
Glass’s ensemble, this rhythmic system is developed, but the Indian
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28 Opening of Strung Out (1967) for amplified violin
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principle of additive structuring is not pursued fully. About this
piece, Glass has said of Srrung Out that it is written in a “personal
style”” and that it carries many of the characteristics of his later works.

Its title refers to the way in which the folding score of some twenty
pages is bound; it was first performed in 1968. In the structural sense,
Glass calls this piece self-revealing. The last three notes of the melodic

cell are the basis for a series of note groups that are systematically
extended by the gradual addition of extra notes. This results in a
. : ‘

by smaller, discontinuous figures. The repetitive structure, the stable

harmony and the use of continuous quavers, along with the aural rec-

ognisability, reveal the basic characteristics of this later music.
The additive principle is applied further in One + One written in

1968. The composer uses two rhythmic cells — to be tapped in a

Qry table-Top iy amplified by means of & contact

| s

The plaver perfarms 14l by tapping the tbdi-Tep
e e £ .

The fulla...wj tue Fythnie uwvits are thae buiiding
blocks of 104 2

al) m avd b) s
et it _realized hn coarbimag THhe eheve fwo

WNITS jn combinuevs, reqular arithnetic prograssions.
. " Ill .

Y ERI BT I B T BT [ e

i

29 One + One (1968)
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contact microphones, amplmcr and loudspcaker The rhythmic cells
are repeated within one series and the series are rgpcated as wholes

several times in a continuous, regular arithmetic progression.
In Twn Page\ of 1969, Glass used the additive structure method for

h fxr‘wl timeinanen )Llllbl\, context. The m”"C nr Tu)()P’”gr’“, A/f:'x' VI

ﬂ
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in Fifths, Music in Contrary Motion and Music in Similar Motion

mented or reduced by the addition or omission of small melodic cells.

Tzo Pages is in rhythmic as well as melodic unison. Changes in
timbre do not occur in the piece — once the timbre of a certain
performance has been fixed, it remains constant during the whole

pertormance The piece is loud and dvnamlc (Glass recorded the
\lY(\V‘II |"\ ]07: AS 44 1‘\ e‘CC

it
VWULIN 111 17§ 7 Vvilid

|
;

g Giace

30 Beginning and end of Two Pages (1969)
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The melodic material of this composition is reduced toa minimum

rhyvthmic value (the quaver). Noteworthy are the sudden startand the
unprcpargd end, whmh gives the listener the tcclmg, that he or she

lv heare a fraoment it MG |r‘r)| NIy e
(HHV nears a .raE,.ud‘u imna }’bl rmanentmusicas \,\ludu'uuﬂ’} Cla%‘\ ‘33}\

“The best music 1s xpcrlcnccd as one event, w1thout start or end”

< IS A

addition of a second melodic line onc fifth highcr than the ﬁrst linc.
GGlass’s purpose is to “‘create structures with the aid of sounds”. He
does not use additive processes as a formal scheme, but in order to
create psycho-acoustic etfects. “I'believe”, he says, “that the listeners
in this matter are one step beyond me Whereas I, as Composer am
concerned with the structure and fo i"‘ual i ulL\, the attention of my
audience 1s mamnly drawn to the sound 1tselt. I should concentrate

more on the sounding results than on formal aspects.”

31 Extract from Music in Fifths (1969)
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In 1970, Glass observed a curious acoustic phenomenon while
rehearsing Music in Similar Motion, in a circular concert hall with

wooden walls in Minneapolis. Glass noted that some sustained tones
not actually sung or played arosc as psycho-acoustic results of the
dense instrumental texturc. ' N

Whereas the basis of Glass’s earlier works was additive structure,

e afrar 1070 whan ho lan taowardca orawing

an CVOlution can be seen aiter 15 /v, wilin ne ieans towaras a growing

vertical differentiation — the use of harmony as a structural principle.
The musical texture has become richer and more differentiated
through the expansion of Glass’s ensemble and the concern with

rhythmic structure is no longer dominant: Two Pages (1968) still

develops in one line, Musicin Fifths (1969) uses a parallel interval and

in Music in Contrary Motion (1969) three parts sound together: two
; i ing lines, and a third basic line serving as a
support; Music in Similar Motion (196_9) starts in_ two voice; and
develops, in the end (from bar. 23 on), into four voices. The sm'lpl.e
initial figures are developed dlfferently in both pieces: in Music in
Contrary Motion, the motives are mainly elaborated horizontally,
while in Music in Similar Motion a step is made in the direction of
harmony as a structural principle, and the vertical structure becomes
richer. At the same time, this is Glass’s first work in which the texture
is sufficiently rich to create psyco-acoustic f;ffeqts. As a result of this
experience, Glass subsequently wrote Music with Changing Parts.
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In Music with Changing Parts (1973), Glass shows some interest in
the acoustic sound phenomena that result from the repetition of notes
and cells, and in the sounds that result from a combination of notes

played by ditterent instruments. Furthermore, he uses Changing
figures, indicated in the score by means of ““C, F”” and numbered from
1 to 11, — these indicate a (limited) form of improvisation. “‘In fact”,
says Glass, “this is an open score in which the parts are not fully

written ont: the nerforme nlav the carinde that are mn
VY Libilvil VUL, Liiv }I\.llull i1 }ua] Liiv JGU]I’LAJ itilaL ai . lll\lgt propcr IG
P

o

the musical structure of

he moment”’. These changing figures force
the performers, moreover, to listen to each other.
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33 Examples of Changing Figures (CF) and final bars from Music with Changing
Parts (1973)

The use of modulation is a remarkable departure for Glass. After
some 40 minutes, a sudden transition is made in figure 73, without
any preparation or solution in a passage where the A sharps become
natural. This modulation causes a feeling of transition from minor to
major, but as the sense of a clear key is lacking, this could just as well
be written in the dorian mode on C (C, D, Eb, F, G, A, Bb, C). This
sudden modulation causes a psychological dis-orientation of the
listener and contributes also to the feeling of infinity Glass’s music
radiates*.

Glass’s interest in harmonic differentiation continues in Music in
Twelve Parts, written between May 1971 and April 1974. In addition
to the application of previously used techniques like additive process,
repetitive construction, continuous quaver movement, pulsation, a

ctahla harimanany ner nart and thae intradaction of ardden modulatione
Dlal)‘k llallllUlly }J\«l }}all allu lllb lllLlUuuLLlUll O1 SUudaaceln moduiadlorns

with each transition to a new part, Glass introduces a number of new
techniques. For instance, Part 1 is notable for the presence of a perfect
fifth (F§ -C8# ) that is audible continuously as a “new resulting
musical pattern” but is not written as such since it is the result of a
number of overlapping figures

* It is possible that Glass influenced Reich, who did not introduce sudden
modulations until Six Pianos of 1973,
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In addition, Music in Twelve Parts is remarkable for its use of
decorations (Part 9), the variable use of the monodic and polyphonic

material (Part 7), the exchange of melodic patterns between different
parts, thus creatmg a strongly pulsmg rhythm (Part 3 and the begin-
AAAAAAAAAAAAA

ning of Part LU and the use of harmonic 115u1c> 1uIlLLIUIllng das a
structural element, quickly following each other and having a proper

dn\m]npmpnr (Part 12).

With Music in Twelve Parts — a work that lasts four and a half
hours — Glass wishes to confront the audience with a new way of
listening: ““The music is placed outside the usual time-scale substi-
tuting a non-narrative and extended time-sense, in its place... When
it becomes apparent that nothing ‘happens’ in the usual sense, but
that, instead, the gradual acretion of musical material can and does

serve as the basis of the listener’s attention, then he can perhaps
discover another mode of listening — one in which neither memory
nor anticipation (the usual psychological devices of programmatic
music whether Baroque, Classical, Romantic or Modernistic) have a
place in sustaining the texture, quality or reality of the musical
experience. Itis hoped that one would be able to perceive the music as
a dramatic structure, pure medium ‘of sound’.”

The idea of harmonisation as structural element is developed by
Glass in Another Look at Harmonv, a work in four parts, composed in
1977. Another Look at Harmony is built on the assumption of chordal
cquality. Chords are used in a way that takes them outside the tonal
functionalism of the classical system — that is, relatively simple
chords are placeu side Uy side in parauu on different ucgrees of the
scale, causing the tonal relationship to disappear too. In this piece,
Glass also manages to integrate harmony and rhythmic structure.
Part One, for instance, consists of a series of harmonic plateaus each
generating their own structure, and every key has its corresponding

hoythma m
rhythmic structure. Another example of the link between harmony

and rhythm can be found in Part Two. Here Glass starts out from an
overtly traditional harmonic progression, the cadenza; after anumber
of repetitions, this harmonic figure is extended in a rhythmic-
arithmetic manner and an additive process develops.

This overt use of harmony is the link between Another Look at

Harmonv and Glass’s first opera, Einstein on the Beach, the 1975
collaboration with Robert Wilson.
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35 Extract from Another Look at Harmony - Part 4, for choir and organ,

commissioned by the Holland Festival, 1977
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Wilson has created interest in theatrical circles in the United States

for some years, not least for the unusual length of these pieces. Wilson
considers his pieces as ‘“‘dream-plays” in which, because of the long

duration, it is impossible for the spectator to sustain a consistent
attention. His pieces bring about an intermingling of external and
internal experiences. It is therefore not surpriseing that Wilson
should at some time have become interested in Albert Einstein,

tbp ly as DlllbLClll ulbLUVCICU lIldl Llllle and space dare not Only

relatxve for the movement of objects, but also for the observer who
carries his own time and space with him.

In Einstein on the Beach there are two protagonists: the violin player
performmg Einstein, and the spectator. Dancers and actors appear as
crhiznnhenns 1im_Aniihlinoe Af tha Biwctain ~havantas amd s0ma 4l
DklllLU}.JlllL«lll\, uli= uuuuuus Ol tnc LINStCin fnaracter ana arc aibi

dressed the same way.

recurrent elements: a train, a process and a space sh1p The work
presents a quite remarkable co-ordination between staging and
music. Glass’s music is characterized by a seeming immobility and an
apparently infinite duration, just like Wilson’s theatre. There is
hardly any narrative structure — the different scenes are entlrely
i"dep\.ud\.xu, and seem to be afb'ltfarh_y shifted. The 31115\,13 SINg
either note names (solfeggio) or numbers corresponding to the length
of the note. Simple rhythmic patterns, short melodic motives that are
infinitely repeated and simple harmonic progressions are the most

typical features of the music. The most important theme is charac-
terized hw the rhvrhmm (“P\lPInﬂp’!PnT of a cadential formula. and in

1iTRAL iiilaayy H

fact this cadenza prov1des the basm material of the whole opera —itis
used in the second, third and fourth Knee Play and provides the main
body of the music in the third scene of the fourth act.

Thus Einstetn on the Beach is an important link in the musical

nroiect that Glass beean in the spring of 1975 while urrvnnor Another
yl\.},\r\L Aica b Ak r

1ii i Spiiiig 178Ciqel

Look at Harmony: harmonic structure has to be directly lmkcd to the
rhythmic structure which itself has to be strongly featured. In tra-

Aitinnal Wactarn mucic mealndv and harmaonv have Q]“rovc had
Ultivllal  VWWUOSLLLAE  HIUOILy  duviavay ana AAuLuAUAAJ iave iVWayo iiau

priority over rhythm. In Glass s music, the prior consideration
however is the rhythmic structure, to which harmony and melody
must comply. Parts One and Two of Another Look at Harmony are the
foundation of the first and second scene of the first act of the opera
and they are the starting point from which the material for the other
parts is developed.
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After this opera Glass wrote another work entitled Modern Love
Walrz. This waltz for piano solo, of 1977, is dedicated to Constance
De Jong and published in Walizes by 25 Contemporary Composers

(Peters, 1978).
In the same year Glass wrote various compositions for the film

Northstar: Mark Di Suvero*; a choir work for the Holland Festival in
1977; an organ work for the tenth anniversary of the Doelen organ in
Rotterdam (1978); and Satyagraha, an opera in three acts which had

its premiere in 1980 in the Netherlands Opera in Rotterdam. Glass
wrote this opera in collaboration with Constance De Jong.

for Constance De Jang

Moaodarn Love Waltz

L AJUTL Yiaiia

PRILIP GLASS
(1977)
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Mahatma Gandhi is the main character in Satyagraha. The opera
covers the period (1833-1914) during which Gandhi was in South
Africa. Besides Gandhi, Tolstoi, Tagore and Martin Luther King —

all known for their pacifistic ideas — appear in the play. The libretto
is based on Bhagavad-Gita and is sung in the original Sanskrit. The
Bhagavad Gita was an inspiration for Gandhi, it was a guide for good
leadership. Satyagraha is the name which Gandhi gave to his passive
resistance movement (Sarya meaning truth and love and Agraka

meaning strength).

During an interview with the composer in New York in June 1979,
he told the author that he is working on a third opera dealing with
historical figures of Egyptian history which he intends to be per-
formed simulitaneously with Einstein on the Beach and Saryagraha.




The differences one can find in the compositional techniques that
Young, Riley, Glass and Reich use, in no way obscure the broad

connotations. These are most easily delineated by setting them against
the traditional romantic-dialectical musical model.

There is only a very tenuous polemical relationship between repeti-
tive music and romantic-dialectical music — in fact, the guiding
principles of the latter have simply been ignored. But on the other
hand, 1t 1s clear that repetitive music can be seen as the final stage of
an anti-dialectic movement that has shaped European avant-garde
music since Schoenberg, a movement that reached its culmination
with John Cage, even though his music has a very obvious polemical-
intellectual background and orientation completcly absent from re-
petitive music. So, bearing in mind the way in which repetitive music
had adopted certain avant-garde ideas, it is possible to evaluate
critically the struggle between the avant-garde and the dialectical
model. Thus the real importance of rcpctitivc music lies in the way in
which it rcprcscnts the most recent stage in the continuing evolution

of music since Schoenbere
O MusiC since scnocnocrg.

One can, of course, approach the phenomenon of repetitive music
rom a number of different angles — for instance, one could focus on

tarative faatnirac nf 1te mucical lanonaoce ciieh ac thoe roactaratinn
LUl ative ivatuivo vl ILJ iliuoival ia LLE,uaE,\,, UL 1L a3 Liic 1votvliatitivll

of tonality or the cmphasls on rhythmic pulse, or the choice of easily-
recognisable sound images. But such an approach secems superficial
and defensive, because no matter how consistently composers of
repetitive music have spoken out against the intellectualism of the
avant-garde (which for Reich, includes Webern and Cage), they
cannot escape its influence.
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Another possible line of investigation would have been to draw
attention to the open influence of non-European, so-called primitive
music. La Monte Young has been influenced by Japanese Gagaku-

theatre and Indian raga music and he and Terry Riley are both
disciples of the Indian raga master Pandit Pran Nath. Philip Glass has
based his rhythmic systems on the additive time-structures of tabla
music and Steve Reich had adopted certain rhythmic principlcs from

£
LllL HIUSIL Ul Ulldlld dllu LHL 1vury k,Ud\l, dllU dlbU 1TOII1 DdlllleL

Gamelan music. But this use of non-European techniques should not
be regarded as the foundation of their work, but rather as asymptom
of the ability of the modern culture industry to annex a foreign culture,
strip it of its specific social-ideological context and incorporate it into

1te awn cnlriira nrads

ILD UWILL LulLtulLl L }uuuu\,L)

In the analysis which follows, traditional dialectical music will be
number of different viewpoints. For instance, one finds that in
repetitive music the concept of work has been replaced by the notion
of process, and that no one sound had any greater importance than any
other. And as Ernst Albrecht Sticbler wrote: “It is a characteristic of
repetitive music that nothing is being expressed: it stands only for
itself.”

Traditional dialectical music is representational: the musical form
relates to an expressive content and is a means of creating a growing
tension; this 1s what is usually called the ‘musical argument’. But
rcpctitivc mu%ic 1S not built around such an ‘argumcnt" the work 1
sub]utlve teelmgs. Glass has written that “Thls music is not charac—
terized by argument and development. It has disposed of traditional
concepts that were closely linked to real time, to clock-time. Music is
not a literal interpretation of life and the experience of time 1s different.
It does not deal with events in a clear directional structure. In fact
there is no structure at all”’. And additionally, that ‘““Music no longer
has a mediative function, referring to something outside itself, but it
rather embodies itself without any mediation. The listener will
therefore need a different approach to listening, without the tra-
ditional concepts of recollection and anticipation. Music must be
listened to as a pure sound-event, an act without any dramatic
structure.”’

In the Villauge Voice, Ron Rosenbaum, the critic, wrote of an anti-
apocalyptical music with an extra-historical experience of time,
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brought about by discarding teleological and dramatic elements. I.a
Monte Young has removed finality, the apocalypse, from his music,
and what 1s left is mere duration and stasis, without beginning or end:
cternal music. In fact, Young has said that his Dream House project is
a permanent, continuous work that has no beginning and goes on
indefinitely.

The conventional idea of the musical work as a totality is no longer
valid, since a repetitive work is essentially a process, a music whose
function 1s not to represent something outside itself but only to refer
to its own creation. Stoianova has spoken of ““...generating the present
at cach moment. Aimless wandering without beginning, multi-

directional motion Wlthout cause or effect ” And, of course, this

Mﬂ. Airantinnalis nching Acgilkla A o 1.
Omi-uircuiiiarit ISIHPS uupuasu)xc 0 WUIK

5
becomes a process when it relatcs only to itself. The most 1mp0rtant
mines simultaneously both the note-to-note details and the overall
form. Reich believes in the work’s gradual inevitability: “Once the
process is set up and loaded, it runs by itself.”” Subjective intervention
is strictly ruled out in favour of a complete determinacy. Reich calls
this a particularly liberating and imper%onal ritual — he nominally
controls w'crythms that hal. pens in the \.Ulupuoquua process but
also accepts everything that results without further modification.
Like Reich, Glass rejects any structure that exists outside the musical
process — the process has to generate its own structure: ““My music
has no overall structure but generates itself at each moment.”

d: the two coin
1y Ll WO CO!

{‘l{"{‘
aiviue

In process music, structure is secondary to sounc d
only in so far as the process determines both the sound and the overall
form. Repetitive music is mono-functional and sounds are not pro-
grammed to achieve a final solution of the opposition between material
and structure. In dialectical music the real drama lies in the opposition
between form and content and the final resolution of this opposition.
But with the removal of logical causality sound becomes autonomous,
so that in a process work no structure exists before sound: i is

produced at each moment. Reich has said that he readllv accepts any

r/Av““ cally 1IN A e o) alll tiiatl 20

unplanned acoustical effects that arise in the course of the process.
These are also important to Glass who said that “What is important is
the immediate physiological effect on the listener.” And La Monte
Y oung, in 'pdru&,umr, prulmentcu with these pﬂ’y‘%lmoglca; effects;
he wrote about the Well-Tuned Piano, his most far-reaching attempt

to systematize these effects, “‘that each harmonic interval determines
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a distinct feeling.” What he had in mind was to make a catalogue of

mtcrvals and thc feelings they produce, so as to be able to calculate a
measurable effect that could be made on the listener.

In repetitive music perception is an integral and creative part of the
musical process since the listener no longer perceives a finished work
but actively participates in its construction. Since there is no absolute
point of reference a host of interpretative perspectives are possible.
So that goal-directed listening, based as it 1s on recollection and

anticipation, is no longer suitable and must be in favour of arandom,
aimless listening, traditional recollection of the past being replaced by
something akin to a ‘recollection into the future’, actualisation rather
than reconstruction. This ‘torward recollection’ removes memory
from its privileged position.

Stoianova called this a game of ‘iterative monadism’: what matters

as Young puts it: “‘One must get inside the sound’.

American repetitive music is an objective music in that, since no
physiological tension 1s created, there 1s an ambiguous relationship
with the listener. The music exists for itselt and has nothing to do
with the subjectivity of the listener. The latter’s position has become
an ambiguous onc: on the one hand he is 1s freed of intentionality, but
on the other hand he is reduced to a passive réle, merely submitting to
the process. Reich had this in mind when he remarked that one can
control everything only as long as one is prepared to accept everything.

What is more important: freedom or manipulation’ Liberating the

listener does not scem to bea Major Concern of r leLuu\L COIMPOSCrS.
Since each moment may be the beginning or the end, the listener can
choose how long he wants to listen for, but he will never miss any-
thing by not listening. Some pcople have commented on the bulldozer
effect of repetitive music, but this effect is erroncous since repe etitive

has r‘nn(‘rhf ohnnf a rnwnrkol nf fhr\ fr‘ol"lhnnql ﬂn&|f 10N the
O Y h 11011y s
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%ub1cct no longcr determines the music, as it did in the paxt, but the

music now dctcrmmcs the Sub]CCt This reversal results in a shift
Far ninh
1

innal lar~tical

fr\ varde ovtra_mirc r\ al olay it dia
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gwaras ¢xtra-musica: ciement Or un
music, repetitive music does not rcprcscnt a physical event but is the
actual embodiment of this cvent.

Though Reich and Glass are somewhat less outspoken about the
importance of the aural result, for 'Y'oung and Riley, this aural resuit is
music’s only raison d’étre. Riley’s accumulative processes assume a

fundamental distinction bctwccn micro-level and macro-level.
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Continuous change is achieved by inserting new elements into t
basic form that is repeated and the pulse displaces attention away
from the details of form towards the overall process, so that extreme

variations on the micro-level may paradoxically produce an impression
of immobility. The very rapid patterns that Riley uses produce slow
movements that nevertheless feel like a “‘vibrating motionless trance”,
which resembles, as Stiebler noted, a state ot‘wcightlcssncss which is

thn Affane thhne D2 PRI DR A R

pi‘CCiSCl} tn¢ clricct tnat l\llLV intends to achieve. In fact he has said
that he considers his music has failed if it cannot bring the Iistener out
of himself. But the opposite process is also possible: I.a Monte Young
has used the static dimension of music as a means of producing in the
listener the feeling of motlon

retiocal s danla sitall
Sticar 1acoio ) lb an “lLVlLdUl
t

y C
by-product of the use of rcpctmon is not too clear, though the usc of
come under the influence of Eastern idcology. To Riley and Young
the aim of music is to get ‘far out’, or as Young put it: “If people don’t
get carried away by my music it is a failure.” For Riley, pulse is a
somewhat Eastern method of getting ‘far out’: “You can get as tar out
as you want by relating toaconstant. ” And thc cffcct ofRilcy’s music

But the continuous variation in Rlle) ’s accumulatwe process ncgatcs
itself because of its emptiness and leads one to perceive passing time
simply as stasis. Young, on the other hand, refers to identification
with sound as such: “To get into the sound: The sound is God, I am

. , bRd .
the sound that 1s God.” The extended static sounds of La Monte

Young’s music suggest an anti-apocalyptic time as pure duration. Or
as Wolfgang Burde wrote: ‘“Minimal music has discovered the
adventure of macro-time and what is required is no longer an ana-
lytical approach, but a surrendering to a musical strcam that will lead
to a new expanded experience of time.”” Daniel Caux made a similar
point when he noted in Riley’s music an attempt to hypnotize the

listener back into a state of innocence.

For Glass and Reich, the removal of dialectical content from music
1s in no way connected with mystical ideology. Reich’s music assumes
neutrality of values as a matter of principle. And while his attemptto
usc Western sound material in the context of non-Western structural
methods scems at first sight to be merely a technical procedure
without ideological relevance, the fact that both his and Glass’s music
takes place in non-dialectical macro-time, brings them very close to

1485
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the mysticism of Riley and Young. Glass has expressed his opposition
to traditional clock-time and denies structured time-relationships
and intentionality. In Western music, the musical argument is the
result of a dialectical subdivision of time. Yet both Riley and Reich
have eliminated this historical negativity: their idea of time is an
empty one, and because of this no real change can take place in their
music, so that a higher level of macro-time, beyond history, is reached,
which has been called now or stasis or eternity. It 1s this non-historical
character of repetitive music that is the real negation of subjectivity.
Repetitive music attempts to unite the historical subjet with non-
hlstorlcal t1me and it 1s in thlS way that repetmve musm refers to the

Curved Air says: “And then all wars ended Arms of every kmd were
outlawed and the masses gladly contributed them to giant foundries
in which they were melted down and the metal poured into the earth.
(...) All boundaries were dissolved. (...) The energy from dismantled
weapons provided free heat and light. (...) The concept of work was
forgotten.”

This utopian view of the end of history is reflected in the absolute
uuuy of form and content. The abolition of form- anatxvuy ilupugs
the abolition of history itself. But in terms of actual historical reality, a
far cry from the utopian world Riley envisages, this unity of form and
content is pure fiction and can only be reached by denying the histori-
cal dimension of music. The use of non-Western structural principles
in repetitive music is evidence of the distinction between form and
the historical-ideological context that accounts for its existence.
Unity of form and content is a symptom of musical positivism and
identification with macro-time is nothing but historical conservatism.
This absolute affirmation of reality as it is, appears to be the extra-
historical realisation of subjective freedom. Yet the freedom this
music claims to offer is merely freedom from history as such. It is

thercfore a negative freedom, paradoxically made possible only by a
total addiction to historvy

Qv iVl INARE S
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As we have seen, two aspects of American repetitive music are
work-as-process, and the unity of form and content. The analysis
which follows proposes to demonstrate how these characteristics
grew out of musical developments in the earlier part of the century,
which saw that progressive decline in the importance of dialectical
principles. Paradoxically, the disappearance of the concept of work-

g I\k oart caonarmcqag l"f\‘Yﬂ ro(‘!!]for‘ rv‘r\m fl’\ﬂ n]ﬂcr\‘!!fn AR daNaTata sk ¥4 rfl-\o
as-00jECt s&&imns o nave resuited irom tne aosoiute auionomy o1 inc

work. This autonomy, advocated by Schoenberg, Webern and post-
serialist composers, resulted in the denial of the subject. In addition,
the autonomous work is marked by extreme duality of form and

content and its attempt to produce a strictly objective music, by
means of the total control of sound material., Sound thus became

Al anis Ul il (U wa:r LRIV D1 SUUAIU i iial, QUWAIIU LIS Ul allil

atomized and, freed from a controlling structure became autonomous
and this autonomy has been developed further by Cage and the
composers of repetitive music. By renouncing control, aleatoricism
succeeded in achieving objectivity of sound where serialism had
failed because of its continued insistence on the duality of form and
content.

T.W. Adorno, in his Philosophy of New Music, was the first writer to
systematize the crisis of the concept of the work-as-object. He took
the music of Schoenberg as his starting point (though much of what

ho wernte riate tn Waharn A rainad that i+
ll\, WlULL l\) lllUl\. a})}/lU}’llaL& o Wkl.)\.lll/’ auu lllallllalll\—u LllﬂL 1L

suffered from a fundamental ambiguity. Because of his dependence
on the romantic ideology, Schoenberg felt that the objectivisation of
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calls Schoenberg s work critical, because although Schoenberg saw
the growing inadequacy of the concept of work, he was at the same
time unable to reject it. Webern removed the romantic elements from
Schoenberg’s musical thinking and in doing so removed rhe contra-
diction within the work. havine the work to isolate itself and interiorize
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its own conflicts.
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Critique of the work and work as a critique

t works toda y are works

VLS VG OIXS

Adorno wrote in 1949: “The onlv importar
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that can no longer be regarded as works.” With Sc hocnberg the
musical work had disintegrated into fragments. Music was no longer

a question of aesthetic values but of moral values. Music could no
longer be convinced of its good conscience when confronted with the
historical crisis. In Doktor Faustus Thomas Mann asked: “‘Can a work
of art, as a purely acsthetic object, still have a meaningful relation in
our complete uncertainty, our problems and the lack of harmony ir
our existence? Has not all art become illusion? And is not even the
most marvellous illusion a lie? Illusion and playfulness confront art’s
conscience and desire to become knowledge.”” Music thus acquired a
critical dimension, taking the subject/object contradiction as a starting
point. The contradictions in society at large are mirrored in the
contradictions of form and content, of idea and structure. Adorno
wrote that “‘closed works assume identity of subject and object, and
that this identity 1s an illusion, and knowledge, balancing subject and
object is the greater moral value.” Initially, the increased expressive
potential that atonality gave the composer caused the unity of the
work to decrease, and set in motion an eventual disintegration in
which the specific and the general, part and whole, became irrecon-
ciliable. And this increase in expressive potential demanded an
increase in structural organization. And although dodecaphony
consolidated these subjective dynamics it could not bring about a real
reconciliation: the form/content duality remained intact. The 12-tone
technique brought about an equalisation of the musical content. As

18 Cahheo h itt “TL +h 1 +: felhn al
Herman Sabbe has written: *“The aesthetic Cquau.?au()n of the musical

content is the result of a growth in development technique. Each part
is considered as a variation of the general organisational principle.”
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This equalization was already apparent in the form and pitch para-

meters, of atonality; dodecaphony applled this pitch equahzanon
consistently. In the 12-tone system form is completely determined

but this determinacy is imposed externally and remains strictly
outside the musical material, or as Adorno put it: “Music becomes
the result of a process that determines the music without revealing
itself.” B

In this manner the total determination of sound led paradoxically

to the internal levelling and atomizing of the material. Since structure
does not grow from a developmental process, since it is determined
from outside the material, it remains foreign to it. Totalitarian
development excludes all articulation of form and brings about its
uapuazai’u 1ragmentauuu The preuctermmeu duipUlathI‘l of the
tone rows excludes almost all p0551b111ty of sub]ectlvc interventions

of the material impossible. Adorno states: “When all notes are
completely determined by the structure of the whole, the difference
between the essential and the inessential is obliterated. At all times
this music is equidistant from its centre. There can no longer be any
transition between essential moments, between one theme and the
next and hence themes can no longer exist, and nor, strictly speamns,
can development.” The unity of part and whole was achieved in
dodecaphony at the cost of isolating the parts, because the whole does
not grow organically out of the parts but is imposed from outside;

hence, the parts break up and the whole becomes fragmented. The
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since the predominance of variation excludes any real change. The
relationships between pitch elements and form elements are reduced
to random permutational sequences.

Schoenberg’s music has been described as dissonant. Dissonance
stands for the ultimate emancipation of the romantic subject (aton-
ality) which is, however, denied by the dodecaphonic principle of the

series. Extreme subiectivity leads to objective equalization. The
ubiect determines the music with a rational system but becomes
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itself an object in this system. The umformlty of the material in the
series makes expression impossible and leads to subjective indifference.
All the elements of the style that the composer cmploys toexpress his
individuality are thus neutralized. Expressive content disappears, or
rather becomes fragmented and can no longer be described as sub-

jective expression. Adorno writes: “The origin of music, like its end,
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lies beyond the composer’s intention, beyond meaning and beyond
subjectivity. Music becomes a gesture, a gesture close to weeping.”
Schoenberg’s pathos is thus the expression of the denied subject

crushed by the objective order.
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Webern and post-serialism

A QKiiva

The autonomy of the work

Adorno said that “The real abdication of the subject began with
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pathos, has been removed: the subject 1s exteriorized 1n the object,
and the object becomes subject. As Dieter Schnebel noted: “Both
subject and object have been incorporated in the autonomous struc-
ture of the work.” Schoenberg’s pathos resulted from the process

'foalr ]-\n uvr\rlr ;nfnr;nr;vn 1 3 . €<
itself. The work interiorizes historical contradictions: “Webern

solves dialectically the contradiction in Schoenberg’s work between
progressive subject and regressive object in so far as he includes
regression in his own work. He reduces the progression/regression
contradiction in favour of equalizing historical material. (...) Webern’s
work is a game of history. Schoenberg saw himself as progressive, and
regression as being in the world outside himself,” Schnebel has
written.

In serial music the social process is neutralized. Serialismreflects a
social situation where the subject is neutralized because of its impo-
tence in the face of the objective order. For Schoenberg serialism was
a method, whereas for Webern it was a generalized paradigm. For
Webern the equalization that Adorno spoke about is fully realized —
musical parameters are autonomous and of equal value, making any
idea of hxerarchy impossible. The 12-tone system tends towards the
maximum determination of the material, which resuits in non-sensual
relationships. Dissonance loses its significance because of its gener-
alised application: through its lack of contrast with consonance,
dissonance is forced to neutralise itself. Serialism extended dodeca-
phonic techmque, orxgmally applled only to the pitch parameter, to
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the parameters of timbre and intensity. After the second world war
electronic music attempted to set up an integral sound control by
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investigating the material characteristics of sound, and consequently
thhn smmntnmial armAd crrmitatiiera ara ~ime Tiasne CAalhemalhal vanmanelrad thas
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in this case form is not imposed externally but is produced by the
disposition and the processes of the material. Works are no more than

realisations which are determined by the chosen material and they

produce their form simply through the unfolding of the material.
With this total identification of form and material, post-serialism

reached its highest degree of determinacy; a process which let to

the atomization of the material, and to the understandable label
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micro-forms resulted 1n a decrease in the differentiation of the
material as perceived by the listener.

In a completely determined system there can be no centre, or
rather the centre is everywhere and nowhere, so that the unity of the
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‘“perspectivism’’ that differs radically from the traditiona dialectical

A goal-directed approach is no longer feasible because all perspectives
are legitimate thus it is no longer possible to reach the ultimate goal,
1.e. the work. Equally absent now are the work’s unique point of view
which does not exist any more, and its hierarchy of parameters.
Henri Pousseur took the notion of the field from physics. A field
presents no causal or dialectical lleLlUll\lll})b and contains no contra-
dictions. There are, at best, discontinuities between relative, mutually
determined and polarized tendencies that cannot be reduced to one
single identity. In his article Vers un nouvel Univers Sonore, Pousseur
wrote: “Since the only relation between terms is that of mutual
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relationships. He 1s to determine his own position and gather as many
points of reference as possible.”” In other words, there is no longer a
unique, exclusive way of listening; together with the multitude of
perspcctives, the work becomes a multitude of works — it loses its
nnimieness and ‘looks’ different from each nnsnion each focus and

since there is an infinite number of pOSSible positions, the work
becomes infinite.
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Stockhausen

Moment form or the infinite work

Karlheinz Stockhausen’s development of Moment-form was a logical
continuation of the notion of pluri- perspectivism of serial music and
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hyperconcentrated, as though concentric pre%sure has been applied

O_the materia N nas hbecome soden na mu niode - and
liberate its energy The infinite form creates ever-new forms that
merge with all others.”

Moment-form 1s an open and infinite form which Stockhausen
distinguishes from closed form. The latter is characterized by expo-
sition, development and recapitulation, and by the strict dialectical
pi‘iﬂCipnGS of b chinniﬁg and Cuuulg In an open form 'v'v'Oi‘k, the
duration of performance and the duration of perception do not
necessarily coincide. The duration of the performance is in fact of no
importance: various durations can exist for the same picce, since
beginning and ending are left open. (““The piece could have continued

without ending.” wrote Stockhausen \ In aHr‘hhnn the listener is free
without ending,” wro nerisliree

since he no longer needs to follow the psychic ten31on of the work:
“The listener can come and go whenever he wishes to.”
Stockhausen’s Mowment-form is based on intensities, no precise line
of development can be predicted and each moment may be one of
minimal or maximal intensity. Only the experience of the moment is
important. This situation comes very close to Stoianova’s definition
of repetitive music as a monadic music. The work as it is performed is
but a Fmomcnt of a more permanent work: “These mc(_‘c‘i have always
existed and will goon forever.” Stockhausen re)ected dialectical time,
so characteristic of traditional Western music, in favour of the actual
time of the moment. He stated that: “Either every moment is import-
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ant or nothing is important. A moment is not simpiy the re
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preceding moments, nor the anticipation of moments to come. Itisa
personal, centred entity, with its own existence. A moment is not a
fraction of a time-line, not a particle lasting a measured length of

time. Instead, concentration on the now makes vertical incisions in
the horizontal line of time to reach timelessness, which is what I call
eternity: an eternity that does not begin where time has ended but
that can be reached at any moment.” Concentration on the now leads,

as lL UUCb 1' repe lI.lVC Hlubl(,, to an CXerpUldLlUﬂ, 4 madacro- lllllC

beyond history, “a tendency to surmount finite time and death”, says
Stockhausen.

The rejection of dialectical time led Stockhausen, particularly after
1960, to an ever more outspoken mysticism. But Stockhausen did not
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repetitive sound monad in that it is still a structure conglomerate of
ate a ‘cluster’: “not a developing sequence, but an undirected use of
process brings about an absolute unity of form and content, of struc-
ture and material”’. Thus this music requires a fundamentally
different mode of listening. And as the concept of the work disappears,
leading, in the case of Reich and Glass, to neutrality of values, and in
the case of Young and Riley, to mystical ideology.

Since the beginning of the 17th century, Western music has been
characterized by logical-causal development and by climax as the
moment of teleological finality. Through contradictions that are
dialectically integrated — through harmony, melody, rhythm density
and intensity, etc., — the work creates a pﬂybl()l()gl(.dl tension that
grows towards a climax and then dissolves in relaxation. Repetitive
music has no such obvious directionality: it does not progress along a
straight, logical line but may shift suddenly from one synchrony to
the next (Glass), may move through aprocess of gradual phase shiftmg
(Reich), or may be ¢ LUlllylLLLly lacking in directionali ity (Young).

In addition, a repetitive work has noreal beginning and no real end,
but instead a series of random starting and finishing points Nor is

tharo a oradiial hiildiag 11:n Aftanmainm e cunliitinm fazrae s
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but rather what Ivanka Stoianova has called a monadic sound intensity,
where each moment and each sound is a centre in itself. Moreover,
repetitive music lacks a dialectical hierarchy and thus time-field.
Serialism had expanded the permutational indifference of dodeca-
phony but it was impossible to control rationally which permutations

were likely to occur or in what sequence. Thus serialism brought
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operations. A situation has thus arisen in which only a dynamic which
is externally imposed on the immobilized material is now possible;
thematic development has become impossible and is replaced by
indeterminacy, and dialectical development is replaced by random
development.

However, in serialism indeterminacy must necessarily remain a
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whole. So one cannot really speak of a genuine aleatoricism in the
case of John Cage, but rather what Sabbe has called a variable form or
a trans-serial aleatoricism: ‘‘Trans-serial aleatoricism attempts to
reconcile the concentration on the moment with the coherence of the

whale inta which thece momente are ta he trancrendentally incar_
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porated, through the rational action of the composing individual.
concentration and attempts to preserve the aural result from the
intervention of the creating person.” Serial music denies the com-
posing subject since it obliterates itself in the autonomy of the
composed work; whereas for Cage, the composing subject disappears

and the work becomes objective. One can no longer speak of the work
C“{‘]’\
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The objective work
The r]"nnlnnc of Tohn Cage and that of th
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music has bcen influenced by serialism. These composers no longer
show any interest in serial structure, but they are interested in its
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aural result, in so far as it is contradictory to its open structure. As has
been shown, serialism leads to an unexpected autonomy of sound,
which weakens the internal teleology of the work.

Christian Wolff wrote: “Complexity tends to reach a point of
ncutralization, continuous change results in a certain sameness. The

usic has a static character and goes in no particular direction. There
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1s no necessary concern with time as a measure of distance from a
point in the past to a point in the future, with linear continuity alone.”
It is now not only teleology that has become threatened, but the very
status of the work as well. In autonomous music there is no longer a
dialectic ~apable of producing a synthesis of the basic contradictions
between form and content. Form and content thus fall apart, and the
irreconciliable duality that ensues threatens the work itself.

This duality was taken as the starting point for Cage and the
composers of repetitive music. The collapse of the concept of work is
not regarded as a failure but rather as onc more step towards the
autonomy of the work. When Cage called for “‘an art which imitates
nature in its manner of operation”, he did not want a break with
nature, but simply a more radical concept of the autonomy of the work.

This is also what Webern had in mind when he spoke about ““a work
of nature and not a creation of man’. Alcatoricism maintains the
serialist obsession with objectivity, but from an opposite point of
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but can only be achieved by abandoning control and by putting the
act of composing between brackets. Hence, paradoxically, the work
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can only be truly autonomous and objective to the extent that it ceases
to be a work.
In a sense therefore, aleatoricism and serialism embody totally

contradictory, yet largely parallel tendencies. Pierre Boulez had
already noted this in an article he wrote in 1952, in which he charac-
terized serialism and aleatoricism as parallel opposites. According to
Boulez, each note in Cage’s music has its own individuality which is

Comtnd Lo el g cmcin s o e Py o TN R el .

not dllCLlCLl Uy LIC pi UEILDDIUU Ol LHC LUlllpUblLlUll, SV Llldl. LIICSC NTOLES

can remain neutral: “For Cage, the individual sound 1s an invariable
entity that in the end produces a comprehensive hierarchical neutrality
in the frequency range.”

Serialism itself took neutrality as 1ts starting point, but only to wind

ith Al 3: ¥, tint Tr hic gtird
up with endless differentiation. In his study on serialism, Sabbe also

noted a common perspective: “‘Cage deals with discontinuity and the

SUu O 1naeterminac Nrougn ung daetermimation, wnilie serig
achieve this by overdetermination. The one provides for nearly
nothing, while the other provides for so much that anything becomes
possible at any moment.” In serial music indeterminacy is the para-
doxical result of over-organization, while for Cage it is the result of
non-organization.

ismy achieves musical ohi

Alcatoricism achieves musical ot
work as such. A musical work necessarily presupposes a composing
subject. Serialism has rejected this subject as expressive content but
not as a composing subject. Hence, serialism has less connection with
objectivity than it has with the self-negation of the subject that

submits to the autonomyv of the composition. Genuine nhIP(‘fIVIT\/
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goes further than that and requires the negation of the composing
subject itself. Leonard B. Meyer said that: “Only when art ceases to
be teleological, can it become like nature: objective and impersonal.”
But work and subject need each other: without a composing subject
the notion of the work becomes empty. Instead of a musical content,
Schoenberg introduced a musical argument, and this, according to
Jean-Frangois Lyotard, was replaced by Cage, in turn, with intensity.
The development of musical objectivity and autonomy can be sum-
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marized as tollows. in tradmonal dlaICL[1C31 music, mu51ca1 form is
considered to be the representation of a subjective content, the music
is a musica ficta. In autonomous music (dodecaphony) content is
separated from the subject, through the notion of the objective
musical form, but at the same time, the dialectic as form-dualism has

been conserved: it is a musica fingens. Cage’s aleatoricism goes beyond
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the opposition of form and content and the work no longer has a
dialectical unity: aleatoricism is a musica figura: music that represents
nothing, but refers only to itself. Dialectical negativity ceases to exist:

form and content have become onc.

From dialectical time to macro-time

John Cage’s professed programme was “‘to free sound of all psychic
intentionality. Sound is sound and man is man. Let sound be itself,
I‘dtﬂer tﬂall a VCHILIC OI numdn lneory drl(,l lCCllilg bdgc S LUllCngC,
Christian Wolff, saw “‘...sound come into its own. The ‘music’ is a
expressions of self or personality. It is indifferent in motive, originat-
ing in no psychology, nor in dramatic intentions, nor in literary or
pictorial purposes. For at least some of these composers, then, the
final intention is to be free of artistry and taste. But this need not make
their work ‘abstract’, for nothing is denied in the end. Itis simply that
personal expression, drama, psychology and the like are not part of
the composer’s initial calculation: they are at best gratuitous.” Wolff
wants to do away with representation in music: ‘““...because the
intention would be circumscribed, when so many other forces are
evidently in action in the final effect.”

This move towards musical UU;C\,uan_y becomes more cvident
when considered in relation to time in the way it was handled by Earle
Brown, and particularly by Morton Feldman — setting out to disrupt
the dialectical continuity of music by removing all teleological and
logical elements: ‘I make one sound and then I move on to the next,”
he has said. Traditional causality is replaced by an atomized succession.

To Feldman, music is “unstructurcd time”’, thc real object of compo-
sition is to deal directly with time. The emancipation of sound, that

Cace and Walff cnnke ahanut thiie chifte in emnhacic ta the amanci-
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pation of time itself. Earle Brown even said that “‘the emancipation of
time is far more important than the emancipation of sound. One
should compose as little as possible becausc the more one composes
the more one gets in the way of time becoming the governing metaphor
of music.”

In aleatoric music, time becomes the most important structural
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element. However, this is not a dialectical time, but pure metrical
time, so that qualitative progression has been replaced by quantitative

succession, and teleological continuity has completely vanished.
Using time as a structural determinant, Cage reduced the traditional
dialectical opposition between form and content into the opposition
of silence and sound, music thus being created by filling empty spaces
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exist without content and content can exist without form. Structure is
in no way determined by the material, but is empty and form becomes
a mere assembling, a growing accumulation of isolated sounds taken
out of logical context. Similarly development is impossible because
sounds are mcrcly juxtaposed and retain their identity. Nor is there a
central focus since each sound is 51multaneously centre and perspec-
o : e
rclat10nsh1ps, but is totally determmed by the pomt of view of the
perceiver. Any sound can be the beginning, the continuation or the
end, and no sound is more important than the next. The exclusive
musical perspective found in dialectical teleology has been replaced
by arandomly selected perspective, a phenomenon which Cage called
‘interpenetration’. By this he meant that every musical element in
time and space is related to every other musical element, has an equal
value and works in all directions at the same time, without the existence
of cause-and-effect relationships. The fact that each sound has the
same value implies equally that each sound has no value. Cage sees
uum. Metrical time is

sound nnlw as a fragmgnr in the time-contin
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thus csscntlally an empty time in which moments remain unfilled and
neutral because they do not progress any more.

Instead of the existential identification with dialectical time that
one finds in traditional music, or the neutralization of time that
occurs in autonomous music, Cage identifies with macro-time, which
transccnds history and can thercfore be called mythic. The nature of
macro-time is essentially static, and duration is an atomized con-
glomerate of moments, without relation to past or future. As Christian
Wolff said: “It is not a question of getting anywhere, of making
progress, or having come from anywhere in particular of tradition or
futurism. There is neither nostalgia nor armupatlon ” In alcatoric
music, the removal of dialectical content coincides logically with the

removal of history.
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Music as process.

With Cage, music became experimental because the introduction of
chance operations made its outcome unpredictable. Experimental
composers do not deal with well-defined time-objects, but rather
they outline a situation, a field in which sound may occur. What is
important is not the product but the production process. In this

context Schnebel uses the term Kompositionsprozesse: ‘It is not the
aural effect that is prescribed, but the process that generates it.”
In a traditional dialectical work, unity is ensured because product
and process are the same. But dodecaphony introduced the separation
of product and production process because the compositional process
was no longer present in the work but preceded it. The choice of the

dctcrmmed by it; it was fortuitous.

This separation affects the unity of the work as well. Cage pushes
fortuitousness to its limits by removing all subjectivity from the
compositional process. So all decisive factors are withdrawn from the
composing subject, and this is realized through aleatoric procedures.
The notion of uniqueness is contained in the aleatoric procedure,
which turns the work into a unique and unrepeatable event. Each
different performance can be viewed as a new realization of a work
which remains unfinished since new realizations of it can always be
made. Each realization produces the work for the first time, so thatit
is no longer a question of reproduction but onc of uctualization.

The composer no longer defines relationships between sounds
since these are brought about by chance through operations with the
composer limiting himself to outlining a field in which such sounds
may occur. The composer may indicate relationships that leave a wide

margin for chance to intervene in the moment of performance. This

does not mean that the performer determines the actual relationships,
as is the case with improvisation, since this would be nothing more
than a means of displacing the problem. Chance events cannot be
controlled by the performer any more than they can by the composer.

Cage made the distinction between “that old music you speak of
which has to do with dealing with conceptions and their communication,
and this new music which has nothing to do with communication of
concepts, only to do with perceprion.” For Cage, music is physical

productlon and perception of sounds, because perception is the basis
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reversed and solved from within. “Art has erased the dividing line
between life and art. Now it is up to life to erase the dividing line

haot Life and +
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identification of llfe W1th art. Music has an openness to reality and

fulflls itself when it teaches people how to llsten so that they may end
up preferring the trivial noises of daily life to music.

Cage’s music promotes the identification with the here-and-now of
reality. But reality in this case is not to be considered in an historical
or existential way. In accordance with the principles of his music,
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mere succession of moments that do not relate to one another.
Identification with the here-and-now presents a category of time
beyond history, which excludes all development. Meyer commented
on this subject as follows: “To experience reality as it is one must
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like nature, simply existing without purpose.” Any dialectical
opposition to reality, such as one finds in Schoenberg’s ‘critical’
work, or (in a strictly negative sense) in Webern’s work, is rejected by
Cage in his ecstatic apology for the immediate experience as the
absolute reality. His music is not “an attempt to bring order out of
chaos nor to suggest improvements in creation, but simply a way of
waking up to the very life we’re living, which is so excellent once one

. ’ . . .
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own accord.”
With Cage’s aleatoricism, the non-dialectical movement in 20th
century music reached its peak. This movement is characterized by

substituting the concept of process for the concept of the work and
by the dissolving of the contradiction between form and content.
Ideologically this results in a (utopian) solution of the contradiction
between art and reality and in the replacing of historical time by
macro-time. The basic ideas of non-dialectical music are similar to
those of (American) repetitive music that were outlined earlier. The
question that must now be considered is how this non-dialectical
movement is to be evaluated, and what the ideological relevance of

repetmve music is.
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The development of 20th century music is characterized by the
decline of the concept of the work-as-object. The absence of musical

content can be evaluated in several ways. Adorno’s Marxist analysis
leads him to consider the absence of musical content as a form of
alienation, and the decay of the subject in and by capitalism is seen as
a sign of defeat and regression. Diametrically opposed to this dialec-
tical evolution is the analysis of Gilles Deleuze and jean-Frangois
Lyotard, representatives of a recent development in French thought,
usually called /libidinal philosophy. For these philosophers, the anti-
dialectic tendency in 20th century music is a liberation from everyday
reality. Gilles Deleuze, in his most important work Difference and
Repetition, develops a form of logic that breaks away from dialectical
thinking, by replacing identity and contradiction with difference and
repetition. Deleuze’s logical system has a political background which
is openly expressed in the writings of Lyotard, who feels that the
universalization of the exchange-value system in modern capitalism
does not lead to alienation, as Marx believed, but to the abolition of
limitations, and the consequent increase in possibilities of communi-
cation. Lyotard agrees with Marcuse’s view that in modern capitalism

conme nicalage Qinpn irmmsmandinealyy alhearhad by

OppC)SiLiOﬁ has become uaclcaa, since it is immeaiat€ly aosoroca oy
the system. This brings him to the optimistic conclusion that capital-
ism will destroy itself from within: through a generalized exchange-
value system political economics will become libidinal economics.

This utopian attitude, which is the opposite of Marxist dialectics,
forms the basis of the musical fhinlxin of Tohn Cage and the American
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repetitive composers.
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T W Adorno

In his Philosophy of New Music, Adorno attempts to define the function

of art in a late-capitalist society characterized by alienation. In an
alienarvd society, art itself must be aliena Pd Adorno wrote: “Onlv
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Paradoxically, art criticizes social alienation by absorbing it. Art
refuses reconciliation because as far as general social contradictions
are concerned, this reconciliation could only be an illusion. According
to Adorno, the artist has an insight into his own alienation through
which he can transcend it by elucidating it: “The force of art lies in its
restraint and its capacity to detect decay and to incorporate and
expose it. Art has taken upon itself all the world’s darkness and evil.
Its joy is to admit sorrow. Its beauty is to denounce any illusion of
beauty.” Adorno calls the alienated work of art the negative dialectics
of alienated art. For Schoenberg, this takes the form of a critique. A
work of art expresses the social alienation by destroying the concept
of the work. The shattered form of a critical work reflects the loss of
unity in society. According to Adorno: ‘““Music is truth in so far as it
reflects the negative experience: it deals with real suffering.”” The
contradictions or reality disrupt the enclosed nature the traditional
WOrk OI art ndb lV cgauve QlalCC[le GO not 1eaa toa bynmesls, oecause
the dialectic has become trapped in the contradiction, hence negative
dialectics: a synthesis is no longer possible, only a type of dialectic
which remains in the position of contradiction.

Schoenberg, whose work is an expression of this negative dialectic,
formulated his Entkunstlung project in which art is no longer to be
truth, but in which the aesthetic category has been replaced by an
ethical one. Whereas the traditional, closed work of art assumes an

Aetituy ~E At o iant o t2emmntn oremthhacic ~ £ acmenmoitnn
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the critical work rejects this synthesis, leaving object and subject in
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contradiction. The contradiction between material and structure in
the critical work of art reflects the contradiction between individual
and society in late capitalism. Critical work is based on dissonance, a

metaphor tor the totally alienated subject that has lost contact with
social reality. In late-capitalist society the subject is isolated, estranged
from reality and from society.

Dissonance is at the same time both an indication of extreme

cithisctivity and tha dantal Af rradirianal IArtivity Thao citlhinAe fo
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confirmed, but only as an isolated and empty entity, which has been
expelled by the objective order and thus doomed to a solitary existence.
According to Lyotard, ““Schoenberg regards the reconciliation of
subject and object as a perverted parody, a denial of the subject by the

ohiective I\"APY‘ »” I hp critical wark cannat ninite farm and cantant
UU’\,\«LIV\- viue dC LlluivdArl WULRN VALIIIUL ULIILL 1Ul il allu LuUlLlIwCilL.

Unity is scattered, part and whole are separated. Schoenberg’s work

result is predetermined by the selection of the 12-tone series, which
is all but imperceptible in the work (i.e. in this context it is often
impossible to perceive the series aurally). The subject submits itself
to a self-selected objective system and becomes excluded. “In the
dodecaphonic system the subject determines the music through a

al cta hut it alen he nhiort Af thic cyetam » Tha
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subject has then to face total domination by the objective order. It
does not reject this order, nor does it attempt to establish a different
order; it simply affirms itself as the exception, which, of course,

rather confirms the order.
Adorno says that Qr‘hnpr\hprg s work 1 rapped in contradictions

orkK 1s

and therefore represents a negative dialectic. There is no totality and
reconciliation can only represent impotence. This negative dialectic
reacts against the type of dialectic which leads to a synthesis because
this synthesis is seen as an impossible one. But because this negative
dialectic views these contradictions as if they can still bring about a
synthesis, this resistance is still dialectical. This means that
Schoenberg’s work cannot escape from the dialectic: he rejects the
notion of the work but cannot escape from it. Loss of content reflects
alienation and suffering. Schoenberg denies the subject while at the
same time maintaining it as a tragic category, as a crushed, impossible
subject. He denies tonality but retains it, since dissonance without
consondance WOU[G DC meafllflgless I‘\ll tﬂCSC C()ﬁtrdUICthﬁS have to
do with the remnants of Schoenberg’s bourgeois romantic ideology,

to whose destruction by capitalism he is a witness.
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Adorno’s analysis of the music of Igor Stravinsky is the counter-
balance of his essay on Schoenberg and is appropriate to all non-
dialectical music. According to Adorno, Stravinsky’s music is a

non-dialectical music which has been taken out of its historical
context. On the one hand, Adorno denounces the separation of form
and content as alienation, but on the other hand, he maintains this
separation as a criterion of truth. Reconciliation of form and content
would be impossible as long as the cause of this separation — social

alienation — 1s allowed to continue. According to the dialectical
principle that the composer, in confronting his material metaphor-
ically also confronts society, musical contradictions can only be
solved when socio-economical contradictions are solved.

With Cage, the dialectical opposition of form and content disappears.

Consequently, the opposition between art and life also disappears and

and-now. With the disappearance of the dialectical link between form
and content, the historical category of the work is also removed,
replaced by the absolute reality of the immediate experience.
Francois-Bernard Mache spoke about ‘‘a nostalgia for raw innocence
and virginal nature.” Cage’s denunciation of economic alienationis a
mCldpﬂyblLdl (JOC[I'IHC OI non- d(,[lVl[y I‘llb[OI'y asa Wﬂ C lb DldIIlCU as
being an infringement of the natural order.

Cage’s protestant puritanism makes his dream one of a paradise of
innocence, untainted by the tree of knowledge. What began as a
subjective protest against alienation ends with a rejection of subjec-
Li‘v'il‘y as the source of all evil. Instead Ufhmuu_y, mym is now proposeu
as a model. As Clytus Gottwald has said: ““‘According to Cage, once
the subject has been silenced, one returns to pure being.”” And Hans
Curjel wrote that ““Cage refuses choice. The historical duality of mind
and matter, life and art, is dispensed with.” So Cage’s aesthetic project

leads ]r\an“o”v to an ethical nrnn:r‘r anticinatine the end of history: the
n etnica: project, anticipatingt ry:

end of cconomic cxpansmn and political domination and, conse-
quently, the renunciation of the consumer society. Musical nihilism

accomnanied hy nalitice of cacial nihils whirch thranoh tha
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illusory unity of life and art, results in historical indifference.
Only a dialectical position ensures the historical continuity of the
musical work. Adorno regarded music as a dialectical confrontation
with the progress of time. However, this dialectical position has been
discarded by Cage and by Young, Riley, Reich and Glass. Their

alucdl all oLl LICY, RvCIC all

notion of macro-time reduces dcvelopment to a mere atomized
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succession, so that, paradoxically, it becomes inert and immobile. In
their time-concept there is no longer aréle for change. These repetitive
composers use the concept of metrical time, which is devoid of
strictly metrical time in his processes. About Cage, Herman Sabbe
coined the phrase “isolated monads without relation”, and Clytus
Gottwald said of Reich that he *“‘got round the problem of the
articulation of time by denying the existence of time.”

d arrzeqa as
follows: the general movement against the dialectic has led to the
denial of the historical category. Unity of form and content represents
the repudiation of the contradictions within the very society that
shapes the music that gives up its bond with society. The unity of
form and content assumes that the contradiction between subject and
object, mind and matter is solved. This solution, however, has an
alienating effect because of the absence of synthesis in social reality.
Music is thus no longer related to historical-dialectical reality and
loses its historical continuity. So it returns to non-Western forms that
are then stripped of their historical context and used as mere technical
formulae and procedures.
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Libidinal philosophy
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dialectic, which Adorno adjudged to be characteristic of the critical
dialectic inadequate and 1t therefore has to be evaluated critically.
One could sum up Lyotard’s position as follows: “Don’t react by
falling back on the outmoded category of the individual subject, but
think m terms of a future perspective with a free circulation of
energy, freed from rule by commodities”.

Lyotdru finds that the loss of content in the traditional work is
more than compensated for in the new music by an increase in libid-
inal intensity. He criticizes serial music for the way in which it makes
for a generalized devaluation of the sound material and the reduction

of everything to relationships In serial music the concept of alienation

1~ afa ho cithia Wi tha ancerns the devaliiatian of
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the sound as libidinal intensity. This devaluation of the sound material
in serial music corresponds, according to Lyotard, with the domi-
nation of exchange-value in neo-capitalism. “The domination of rule

by commodity degrades the material, and thus everything is reduced
ta exchanoe-value and use-value becomes Qnr‘nnrinrv nn]v libidinal
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intensities can escape being considered as exchange valuc.” Thus
Lyotard reacts against the dialectical thinking of Adorno and

Crhoenhere (for him their 1deas about alienation are not comnre-
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hensive enough) and he subscribes to the ideas of Cage, because he
works in a non-dialectical manner, has no content and no value system.
Cage’s music, unlike dialectical music, is no longer a “‘representation
of iife”” but the immediate genesis of life. It deals with pure libidinal
intensities, sounds without finality or purpose, music that has neither
surface nor depth and defies all representation or identification. A
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monadic intensity remains, which does not admit of a linear time-
perspective, because traditional development has been replaced by a
mctamorphom withoutend or telcology “Any hierarchy is legitimate,
or none is. What 1s important is the shift of energy,” Lyotard says.

The intensities refer to each other in all directions, and there is no
definite centre: “Development is comparable to a passage without
trace. The intcmity exists but has no goal or content. The monadism
of the inten 'uy‘ allows no pos su)uu) of GC[LSCTltdLlUIl ” Thus Cagc’s
music is no longer a product, a work that could be defined in a
commodity system, but rather a production of productions: not a
representation of intensity but the immediate presence of intensity
itself. Lyotard defends pure libidinal thinking and libidinal art: “One

- TremiAntA JA,‘

Onger o nmunicates i deas but

haare with l\r\/\ ¢ mueerlag and a1

onc
muealy witll ulic oS lluDle\ al ta UlIC
"

mimetic signs and movements.
Ly : | ) l h lency

libidinal intensities, as the enemy of this libidinal approach. Extreme

bursts of energy are denied and reserves are constructed for; immedi-

ate gratification is renounced in favour of work that projects this

gratification into an indefinite future. And so labour and the dialectic

principle represent the principle of reality.

avaveread ¢ A ‘71
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reserve and providence are abandoned in favour of affluence and
overconsumption. To Lyotard these opposing tendencies undermine
the law of exchange-value. He distinguishes between a political
economy, characterized by scarcity, and a libidinal econemv of profusion
and waste. The all-embracing application of the law of exchange-value
in modern capitalism would, according to Lyotard, make the economy
shift from the political to the libidinal. “If capitalism disappears, it
can only happen through excess, because its cnergy continuously
spills beyond its limits. In contrast to capitalism, Marxism limits, and
once this limit has been passed, is no longer able to integrate its own
oppositions.”

Lvotard concludes that the Marxist doctrine has failed practicaily
because the oppositions on which it bases its doctrines seem to have

peca L0 D pPOSIILS il 11110

been diminished in modern capitalism by the omnipresent law of
exchange-value. Lyotard says: “On the one hand, capitalism goes
beyond all the limits of pre-capitalist institutions, while on the other
hand its transforming energy permanently undermines its own
boundaries and extends them.”

Lyotard therefore calls every critical opposition, such as Adorno’s,
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senseless. “Either you leave the hostile territory and don’t waste your
time with criticism, or you stay, keeping one foot in and the other
out.” Thus he refers to the Frankfurt School of Adorno, Horkheimer
and Habermas as still stressing alienation and still thinking in terms
of the subject. Lyotard thinks that “‘alienation can be evaluated
positively, as a means of destroying capitalism from the inside.”
Lyotard’s viewpoint is resolutely anti-intellectual: “‘In the age of

tharicino lthida hainorichticnatimnartant lanngchino and dancino g
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what matters.” Whereas political economy is always a matter of limits
and negativity, the libidinal economy stands for the free circulation of

energy. Like Cage, Lyotard proposes a programme to abolish
economic expansion and political determinism. Representatives of
the libidinal movement are called margmam, ulppiés, auup uuéi‘S,
parasites and all consumers whose consumption has no economic
value.

Nobody has more thoroughly explored the margins of dialectical
logic than Gilles Deleuze in books like Logique du Sens and Différence
et Répérition. Deleuze’s central notion is that of plural perspective,
which seems to apply admirably to recent developments In music
uiﬁtor'y' ll. lb 1o LUIHLIUCULC Llldl. l.llC COi‘npOSCT I\lLlldIU l lIllldb, a
disciple of the American composers of repetitive music, dedicated his
recent album RhAizosphére to Deleuze. The sleeve note quotes Deleuze:
“It is not enough to introduce a new representation of movement.
Representation is still mediation. A movement has to be created inthe

uynv-lr itcalf tha tha nd witha The
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movement itself has to become work without mediation.”
Deleuze, like Lyotard, assumes the failure of representation, but he
does not explain it nor does he try to evaluate it, he simply underwrites

it. About the work of art, he says: “The main characteristic of the
modern work of art is the absence ofrpprrp and nfr‘nn\mrgpnm‘ Ttisa

problematic work and nothing more.”” The modern work of art is

problematic in taking, through this decentralization, the form of a
“labvrinth without thread (Ariadne has hung herself).”

UY4101Lil WiliiU UL LHIIVAU \(4ALIAGULIV 1G5 1iluilg 11V ovia )

Out of Deleuze’s critique of dialectical thought a new problematic
logic 1s developed. From this logic there emerges the essence of an
object that results from its difference from other objects. This is
contrary to the dialectical method in whickr an object only exists
through its neutralization of the opposition. For Deleuze the de-
centralized work of art is a-dialectical because it replaces the concepts
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of identity and opposition with those of distinction and repetition. It is
not a question of ‘‘reducing opposites to a single identity but of

affirming their distance as that which relates one to the other as being
different”, he says. So instead of opposition Deleuze sees a process in
which two objects are defined by their difference and are subjected to
simultaneous affirmation which in itself affirms their difference.
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Furthermore, Deleuze replaces the identity by that of the field: ““a
complex conglomerate of phenomena that are no longer reduceable to
one common denominator”’, as he calls it. Because the decentralized
work does not have a teleological development, Deleuze speaks of a

cace thar g

madie dictvihiiting: tha cinonlar intangitiag ara 1n a r\rn
C 1 a }Jl ULLDY Llldl 1>

2117
FIUrtuLuLe Wiotr LML Ure. Lll\« Jlllsulal 11ILL1IO1LILO Al

ever changing and shifting, generatmg 1tse1f at each moment. This
itself, to be its own goal and repeats and imitates itself.”” Thus, along
with dialectics, the hierarchy of work has been removed. Essential for
the dialectic work is the distinction between mode! (essence) and its
imitation (the phenomenon), which are hierarchically linked. This
hierarchy is based on the identity of both, and thus on their similarity.

T the decontralized wark thae ndel dig ohnpnrc nd thae Aqnlant|nn|
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concept of identity is replaced by that of repetition, and there no longer
exists a hierarchy in the work. Deleuze conceives the phenomenon
(imitation) as separate from the essence (the model) and refers to a

simulation (simulacre): a phenomenon that does not represent any-

thing anymore and has no content other than itself as pure intensity.

“The real subject of repetition is the simulation that is no longer
representation.” (Lyotard uses, in this context, the term ‘figure’).

These simulations or figures are pre-individual and as a result the
work is a-subjective and anonymous. Repetition in the decentralized
work differs from that in a dialectical work, because it is not static but
differentiating: it is not repetition of the same but of the same as
something clse Jacques Derrida speaks about ““an art without econ-
omy, without reserve and without history”. Instead of representation
that 1s a reproductlon of something that existed before, there is
merely presentation: “‘Pure presence, no rcproduction without inner
difference or duality”. Derrida refers to unities Wthh arc oumde
time, that is, take place in a non-time : are
intensity.

o
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Dualectics and the libido

1

In Das UnbewufSte (The Unconscious), Sigmund Freud defined
unconscious libidinal processes and characterized them by the lack of
iction, ity ti
substitution of psychic contents for external realities. Freud noted
the absence of negation, doubt and contradiction in the unconscious
system. “The unconscious system is not governed by laws of logic,
especially not by the law of contradiction. Contradictory tendencies
can exist side by side.” In the unconscious system, energy is mobile
and tlows freely. It is not determined by a causal teleology but extends
freely over the whole field of representations, resulting in a high
degree of mability. Because no negativity exists in the unconscious,
there is no dialectical time. “Unconscious processes are timeless, that
1s, they are not structured in time, do not change with time and are in
no way related to time.” The timelessness of the unconscious process
1s also due to its weak relationship with reality. According to Freud,
“The unconscious takes no notice of reality. The pleasure principle
prevails and everything depends on the strength of the impulse and
its relation to the principles of pleasure and reality > The unconscious

nl‘\ fitnteg cvchie calitioe Tt al alitip »
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I'hese characteristics of the unconscious process, listed by Freud,
are similar to Deleuze’s description of the art work without centre.

alantrinal shiml tmo

It is therefore no coincidence that the non-dialectical TNINKIing of
Lyotard is often referred to as ‘libidinal philosophy’. Deleuze dis-
cards the idea of representation and replaces it by immediate, actual
intensity. Representation is always reproduction, whereas the thing
itselt 1s pure presence, without reproduction, without internal dlfjbrcm‘e
or L_]z_/g_/z'_r_\,) ac (‘nr(hna to Tar ques Derrida. And because there is no

cconomy or reserve of intensity, there is no historical category, since
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intensity is totally outside time (Derrida uses the term non-rime,
which is the self-representation of intensity itself). This libidinal
dimension has only recently been recognized, yet it was already

implicit in Cage’s insistence on the autonomy of sound and it was
ideologically reflected in the denial of history. We maintain that this
libidinal context has been recognized explicitely only by these
American composers of repetitive music. In a musical context this

libidinal content exnresses itcelf in an American mucie that ic charaes
A101GINaL CoNnient CXpresses 1IsCil 1N an AMmMerican music tnat 1s cnarac-

terized by repetition and a process which can be recognised immedi-
ately by the listener. The process shifts the listener’s attention from
the content of change to the mobile game of change itself. In repetitive
music this change is a kind of new content, and in a way one gets the
suggestion of an entirely free flow of energy.

It is somewhat less easy to define the function of repctmon n
repetitive_music. Freud distinguished between repetition in the

service of Eros, the pleasure principle (die Sexualtriebe), and rep-
etition in the service of Thanatos, the death instinct (die Totestriebe).
In Freudian thinking Eros stands for the ego, representation and
control of intensity. According to Freud, repetition serving Eros is
Bemdchtigungstrieb (the desire to control) whereas reproduction is
pleasurable because it is a manifestation of control. To Freud, the
principle of the constant is the basis of the pleasure principle. The ego
strives towards internal stability by reducing libidinal energy. Hence
repetition in the service of Eros is repetition of identical elements and
is therefore reproduction. This is opposed to repetition in the service
of the death instinct; to Freud, Thanatos is a conglomerate of the
libidinal energy that is a permanent threat to the integrity of the ego.

In repetitive music, repetition in the service of the death instinct
prevails. Repetition is not repetition of identical elements, so it is not
reproduction, but the repetition of the identical in another guise. The
processes of FPnPTlTl\/P music are impersonal and this anonimity 1s

enhanced by repetition, continuing untll it can no longer be rccogmzcd
and, in the end, must turn against the ego. As has already been pointed

out. renetition in revetitive music 1s technicallv identical to rpppnrlgn

VUL 1CpPCLLUN IO LUV TSI 1o it all y it it al (UL

in traditional music. The only difference is thc context in which itis
used. In traditional music, repetition is a device for creating recog-
nisability, reproduction for the sake of the rcprcsenting ego. In
repetitive music, repetition does not refer to eros and to the ego, but
to the libido and to the death instinct. Process and repetition produce

a shift from the dialectical principle of reality onto the unconscious
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level, where external realities are replaced by psychic ones.
The ecstatic state induced by this music, which could also be called

e 3 >
an independent libido, freed of all the restrictions of reality. Repetitive
music only appears to succeed when the listener consciously dlscards
his dialectical way uthLemng Ecstasy i

when the ego can let go.

relzgzous experience of repetitive music is in fact a camouﬂagcd erotic
experience. One can speak of a controlled pseudo-satisfaction because
the abandoning of dialectical time does not really happen but is only
imaginary. The libido, freed from the external world, turns towards
the ego to obtam 1mag1nary satlsfactlon Freud defmed thls as a

ICgICbDIUll dllLl a rctl:llil io LllL‘ ll <

satisfaction”

To what extent the ecstatic dimension is consciously pursued and to
what extent it may even be the main purpose of\composing repetitive
music, is not clear. It is certamly one of the main reasons for its
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brings about are even more obvious in disco music and space-rock,
the popular derivatives of repetitive music. This music at least leaves
no room for doubt about its intentions. The same criticism of imaginary
satisfaction can be equally applied to the whole of the non-dialectical
movement. Processes of production without negativity are utopian
and historically unrealistic, like the absolute libido in repetitive
music.
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dialectical movement in music and philosophy could be searching for
something quite different from the liberation it claims. Libidinal
philosophy suits the one-dimensional socicty as described by
Marcuse. He says that late-capitalist society has an extraordinary
capacity to turn emancipatory movements into movements that
accommodate the ruling monopolist powers. “The breaking down of
the ego-functions are intended to create and increase control and to
strengthen the institutional monopolist powers.”

According to Marcuse, the breakdown of dialectics is not a solution
butis a symptom of the disease — the desertion from history in favour
of a utopian world. This can only bring pscudo-satistaction and will
probably serve to strengthen the historical impasse for the worse.
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American Minimal Music

The first book which deals in depth with the school of American repetitive
music, better known as minimal music. The author discusses in detail the
work of La Monte Young, Terry Riley, Steve Reich and Philip Glass and
places them in the tradition of Western music. Minimal music thus
emerges as the latest stage in a development leading from Schoenberg,
Webern, Stockhausen and Cage.

Considering the philosophical thinking of Deleuze and Lyotard, the
representatives of the so-called French ‘libidinal philosophy’, and of
Adorno, the author examines the degree to which the ‘ecstatic dimension’ is
present in this music or is even consciously introduced into it.

As Michael Nyman writes in the preface: ...Merten’s book ...is both
analytical and polemical, distant and personal, limited to the music itself and yet
positioning that music in a wider aestheticlideological context than is customary.

Wim Mertens, born in Belgium in 1953,
studied Social & Political Science and
Musicology at the Universities of Leuven
and Gent,

For the B.R.T. (Beigian Radio and
Television) he has produced concerts by
Philip Glass, Terry Riley, Steve Reich,
Meredith Monk and others.

He has participated at the New Music
American festivals in New York, San
Francisco and Chicago.

In 1981 Mertens founded his ensemble,
Soft Verdict, and Les Disques du Crepus-
cule have released many of their record-
4 ings. Recently he wrote the music for the
Greenaway film, The Belly of an Architect.
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