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Preface

Theinitial interestin thesubjectof this papercamefrom corversatios with student®f composiion about
thedesirablesituatonfor continungto becomposersvhenwe would nolongerbe studentsWe wantecdto
compose However, the degreetoward which we wereworking waspreparingusto take faculty positions
in theory-composibn departmentswe wereto becomeeachers.

Noticingthisfactcausedissomeuneasefor ourrecevedimagesof whatit meando beateachefthough
occasionallycontradictedy particularteachersglashedwith bothourrecevedanddevelopingimagesof
whatit meando beacomposer

In this paperl presentthe outline of an alternatve view, which requiresreformulationof the receved
imagesof both teacherand composer In the exploratorytinkering with receved images,| becamen-

triguedby the possibiity thattheteachingsituatian offersto a composesometing which cant befound
elsavhere.Theteachingsituaton allows speculatiorabouttheideathatacomposeneednotassumdaelp-
lessnes# thefaceof the dynamicsof reception.If suchspeculations takenseriouslythenexperimeng
in the composiion of the conditionsof receptiorbecomenecessarylhoughotherexisting forumsfor this
experimentatbn oughtnotto bedisnmissedonecandistinguishthoseforumsby their constraing. Someof

the constraintgeculiarto the teachingsituation,for instancethe regularity of meetingsandthusthe po-

tentialfor follow-up, offer distinct possibilties for a beneficiatamperingwith the dynamicsof reception.
In the paper | refermostoftento thataspecof the dynamicsof receptionwhich goesby thename:The
Pawver of the Respondent.

The disjunctressof the writing style resultsmainly from choicesguidedby several negative criteria: to

avoid truisn to avoid thetoneof giving advice(while retainingthe optionof imperatve syntax);to avoid

theimpresson of a singleline of agumentwherethe subjectappeardo call for severalintersectingcon-
sistencie®r linesof agument.The stylealsoreflectspositive attemps to have thewriting illustratesome
of theideasputforward: theemphasi®n formulation;the preferencdor suggestienesover exhaustve-
ness;theinterestin pieceswhich make a productionof eliciting from their respondentan avarenes®f

the possbility of composednterpretationcomposedesponse.

If one approacheshis paperlooking for practicalsuggestins for teachingcompositon, a few canbe
found;theoverallaim, however, is to construcimagesof teachingandcompositon which could orientor
provoke oneto inventanswergo the how-to questions
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The Power of the Respondent

Therespondento a statementcomingafterthe statementgdeterminedow the statemenis spolenabout,
determinesn which contet the statements placed,andthuswhatit meant. To the extent that every
statemenmakesanappeato therespondento give thestatemenasociallife, to shav changesttributable
to the statement—d thatextentstatementsubmt to the power of therespondent.

A respondenhasthe power to declareanutteranceo bearesponse.

If you say“it is”, thenit's asgoodasis; in the socialworld, the validity of the assertionis of no conse-
guenceWhatis crucialis thefactthatyou sayit is.

The often-hearccomplairt thata person‘alwayshasto have the lastword” is a commaplaceacknavl-
edgmenbf therespondens power. Therespondenalwayshasthelastword.

A respondenis arespondento astatemenbnly whenshawing tracesn therespondenslanguagevhich
would not have beenleft but for thatstatement—e saysa respondent.

The respondenhasthe power to determinehow the respondens listenerslabel, describe conceve, re-

memberjudge—theresponded-toThattherespondensglistenerscouldthemseles subsequeht become
respondentandso have the power to contestthe labeling,description,conceptionmemory andverdict

determinedy thefirst respondentloesnot diminishthe power of thatresponsevhile it holdssway.

What makes the ability of a respondento determinethe sociallife of the responded-t@ power is the
prevalenceof misrepresentatiorfialsification,slanderof varioussorts,anddismssal.

Thepowerof therespondernis frequentlyamalgamatedith othersource®f power: thepower of position,
the power of authority the powerin numbersthe power of technicalreproducibiliy.

I n the Face of

It is easyto learnto recognizehe power of therespondentifficult to learnhow to behave facingit.

“The power of therespondenimustbe recognizedmoderatedandif necessarytemporarily
suspended.Not the responsebut its falsificationof the respondedo, must be notedand
rejected.Again, ary violent manifestatn of therespondens power mustbe boldly testified
to by analertwitness.

(Brtin, My WordsandWherel WantThem 99)

| speakof the power of the respondentvhenl wantsomeondo ‘bearwitness’to a spealer’s exerciseof
powerto dismss. Learningaboutcompositon, learningto composelearningto beacomposerearningto
desireasocialrole for compositon would includelearninghow thecomposes compodion is dismissed,
how the composeis dismissedhow dismisal takesplace,andlearningto becomea witness(loudly!) to
dismissals.
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“... Somehave describeda composiion they would have preferredto make ... somehave
simply mappedonto the given work, words dravn from bagsof accumulatedmusic lan-
guage’ learnedwho knows where,andregardedasa kind of general-purpostte bagwhose
words,(soit seems)canbe pulled out without notice,andappliedto ary given;—(thegiven,
not being able to talk back, so-to-speaktherefore,de facto, allows the pollution to con-
tinue)...”

(Galuro,LA)

| cantell thedifferencebetweeratangentachangeof subjectwhich hastheeffect of erasingheprevious
subjectandaleapof though which transformghe subjectunderdiscussio.

The composes imaghary respondents partly constructedoy the composerand partly collectedfrom
obsenatiors of people texts, behaiors (choiceof the pool in which onewould like to make a splash,n
which onewishesto becelebratedindadmired but wantsalsoto upsetto confoundto causecontroversy
to have opponentandpartisans).

The composess imageof the respondentnot only in termsof thatto which the composerespondsbut
alsoin termsof the play of predictinghow theaddressewill respond.

“A hybridmedium[gesture]limitsthefield of responsevith the consisengy of its constrains.
Thecomposechoosego presere onesetof borrovedcharacteristicensteadof another The
significanceof the choiceis a function of the chosenset’s power to limit the interpretatios
availableto the respondentlf a changeof the setof borroved characteristicsvould elicit a
changeof interpretationthe gesturenasthe power requiredto limit thefield of response...
Gesturdimitstheinterpretationsvailableto arespondent.

(Sullivan The Performancef Gesture29)

A compositon’s limiti ng of the availability of interpretationsequiresa respondenivho actsasa witness
speakingup for the compositon againsits falsification.

“In discourseor in a composedvork, gesturesare madein anticipaton of response Unless
the addresseg@atherssomething that requiresinterpretation,the gesturewill not function.
An addressebasto gathersomethinghatrequiresinterpretatiorbefore[the addresseegan
becomearesponderit.

(Sullivan,29)

If aspealer, having the power of responséy sheerdint of following an eventwith an utteranceijs to be
calledtherespondenthenit is upto therespondento feel addressedp becomeheaddressee.

Mark Enslin 5 TeachingCompositon



Audience

“We discoveredthatwhatinducesevenmoreresentmenthantakingmusicseriouslyis taking
talking aboutmust seriously... Music is talked aboutbeforeit is listenedto, while it's
listenedto, andinsteadof being listenedto. And who doesthis talking aboutthe music
which determineswhat is the little bit that's recorded,the tiny bit that is published,and,
therefore whatcanbe heard,andthereforewhatis listenedto, andthereforewhatis learned
andeventually, therefore whatis composed?\Vell, this talking is donemainly by a groupof
pastandpresenimasterof the detachedchormatve, the danglingevaluative, thosewho have
createdanepistemdogical situaton whichis usuallysatisfiedoy a self-comfortingtautology
‘If 1 don’t understandt, it'snotworth understandinghereforel understandverythingworth
understanding

(Babbit, WordsaboutMusic, 174-5)

“A reminder:asdescribecearlier a listenerbringsto musicanimagewhich he hascreated
of it, thisimageconsistingof wishesanddesiresfor what he wantsmusicto be, articulated
in the languageavailable to him, and he will reactto what he hearswithin the context of
thosewishes. For him, the musicwill appearasa kind of 'candidate’for the fulfillment of
thosewishesanddesires,andits suitabiity for that candidag will determinethe listeners
responséo the music. Thusthe capabilitiesof the listeners languagewill interview whathe
is perceving, andactasa measuringstandardo the perceved”

(Brun, “The Political Significanceof Compaosiion”)

“Languagecannotchangeitself. It will continueto interrogateary acousticalevent which
comesits way in the termsit haslearnedfrom pastmusic. The presenceof nev music,
then,not only confrontswhatmusichasbeen,it alsoconfrontspresent-dayanguageandits
capabilities(We couldsaythatthe music’perturbs’thelanguage.)”
(Parenti,”Self-Referenceandthe LanguageaboutNew Music, 42)

“If therespondentegglectsto searchifor anaddres$addéss],or assumethatthecompositon
hasno intendedaddressvhenit doesnot articulateits addresgshe way compositonsdid in
the past,thenthe composiion will befalsifiedby theresponderit.

(Sullivan,40)

The compositon’s gesturelimits the field of non-falsifying responsepr putsobstaclesn the pathof a
respondento speakuncontestetdy otherrespondentsOtherwisehedescriptionyerdict,interpretatior—
theresponse—remainsdisturbed.

Notice the differencebetweenhaving the power of the respondenandbeingaware of the power of the
respondent.

Performer

The performeractsasarespondento the composers scoreon the basisof animageof thecomposer:
the not-qute-competentomposr,
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who produceswriting which doesnt fit theinstrument
whichis unreasonabldifficult to play ontheinstrunent,
whichis impossibleto play ontheinstrument,

which damagesheinstrument,

which hurtsor the strainsthe player

whichis notfunto play...

“Thosewho have seerhow orchestralayerswho performonly reluctantlyanadvancedmod-
ernwork undera conductorunsympathtic to andintellectuallysuspiciais of modernmusic,
changeheirattitudethemomentthey realizethatanotherconductoknowsthescoreandhan-
dlesit with the sameprecisionasatraditional one,andthatit hasmeaningn his handsknow
wherethe opporturity lies for an uncompronsing composelin motion pictures. Masterful
handlingof resourcegarriesa certainweightof its own, evenwhenit is directedagainstev-
ery ideatoleratedby theindustry Orchestrgplayersarein spiteof everythingmostsensitve
to it, andtheir confidencespreadsundercertaincircumstancegpo everyoneconcernedvith
the production of the picture”

(EislerandAdorno,Composindgor the Film 126)

... versusanimageof thecomposehois notinnocent,

who wantsthe manifestievel of difficulty

or:

who wantsto estrangemusicfrom the corventiors of fitting with theinstrunent,

who wantsto changehe currentstatusof whatis consideregossibé,

who wantsto enticethoseinterpreteravho will bring aboutthe necessarghangesn orderto performthe
composes work, andcreatea musicwhich couldbecomefun to play.

Composer

Compositon as Reply: “Brahmsis lost on you becauseyou don't know that to which he responds.
Anotherframing of the problemof referencenotto know the quotationsonly, but know the senseof the
composes response’Youcant understandBerio andBoulezif youdon't know Schhnbeg andWebern;
andyou cant understandschbnbeg and Webernif you don't know Wagnerand Brahms”—andso on.
“Wheredoyou start?”

Composersnake referencenotonly to whatprecedeshembut alsoto thatwhichis contemporaneousith
them. Thusit is moredifficult to understandhe composer®f 200yearsagothanit is to understanchen
music.

Dialecticsof responsebeingableto appointonesteachersbeingableto respondo one’scontemporaries,
currenttrends,andthatwhich is held to be true—hut having only one’s contemporariegynly the current
trends,andonly thatwhichis heldto betrue,to respondo.
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Student

A respondento a composemakesa contrikution only if therespondensucceedsiot merelyin challeng-
ing the composeto defendthe composess preferenceshut in offering a new defenseof the composess
preferences.

Transformatias of theadageWe learnfrom our mistales’

We declareour deedgo be mistakesin ordernotto learnfrom them.

We learnto declareour deedamistakesin orderto justify ourrepeatinghem.

We declareour deedsmistakesanddo not realizethat “successn an undesirablesocial systemis social
failure”.

We declareour deedamistales,vacillatingin the decisionwhereto draw the line betweenconsequences
of our choicesandconsequencesf our respondensg choices.

We declareour deedamistalesbeforethe correctnessf our deedshasemeped.

To the catggory of unintendedmessagenight correspondh category of “unintendedteaching”,suchthat
someonenightsay“l learnedthis from you” aboutsomethng theteachemever intendedto teach.To be
ableto tell youwhatyoutaught:thisis within the power of therespondent.

Teacher

“A ‘difficult’ studentriesto make anew startandis quietandobedient.His teacheresponds
to this behaior by saying,'Y ou're off to a goodstartthis year andso informsthe student
thata badstartwasexpectedof him. The studentbecomesangryanddefiant. A supposedi
dull studenigivesa correctanswerin classandis praisedexcessvely. He is embarrassednd
becomesvithdravn”

(Kohl, The OpenClassroom19)

Kohl focusesonthe expectatios which arethe criteriafor theteachers choiceof responseTheteachers
response;You're off to a goodstartthis year”, declaresan expectationwhetherthe teacherholdsthat
expectationor not. Fromwhatfield of alternatvescouldaresponséechosen?

Onekind of power: to be ableto deliver someondrom something to which that personwould otherwise
be helplesslydelivered;not necessarilyableto ‘control’ or coerce but ableto rescue.

“Power is a problemfor all of us. The developmentof open,democrationodesof existence
is essentiallythe problem of abandoninghe authoritarianuse of power and of providing
workablealternatves. Thatis a problemthatmustbefacedby all individualsandinstitutions
thatpresumedo teach.

(Kohl, 16)

A teacheoffersa new imageof thecomposes respondentTheteachemanifestghisimagethroughthe
teachers (composedperformance.
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Yielding

Out of desperationhaving facedthe power of the respondenin the concerthall, the commercialworld,
the“public sphere” thecomposeturnsto teaching.Whenteachingthe composestill faceshe power of
therespondenthut in anew context. In this contet, a composercanasklisteners(studentsrespondents)
to yield someof their power asrespondentto a compositon: the composercanaskthemto imagire that
the composiion respondgo them.

HB ... Nol don't think so.I think theonly questiorof the power of therespondenis whethertheperson
who hasthatpower, namelytherespondents knowing, consciousof whathe’s doing, of his power
or not. Sothe consciousnessf thatpower... enormous.. Only thenif you have a consciousess
of thepower canyoufollow the next instructionnamely—whatis theword?to ...

ME Yield.

HB ... yield someof that power to the compositon, eitherto the composiion you have heardor the
compositon you arein the processof writing in the hopethatyou canturnit into the respondent
with all the power. Thisis whatyou aresaying,that's whatl understandHowever, if it is notupto
arespondentvhetherto have thatpower, thenall thatonecanaskof respondents thatthey change
theirway of exercisirg thatpower. Thentheinvitationto respondenta/ould bethatthey—with their
power asrespondents—@ntthe power of respondento a composiion.

JGThat'swhatl asled: whatis the power. ..
HB Thepoweris afterwards,afterwards.

LO That's what| wasgettingat, | think. I’'m not sure. How much... How is someoe aware that
they arecomingafter someting? A lot of timesyou may not evenknow thatyou arecomingafter
something, andonly after comingafter somethinghaving seensomethinghappenyou realizethat
you camein the middle of something, thatyou determinedhedirectionof something

HB It is atragedy
LO Yeah.

HB Yeah,theres nothingyou cando exceptconsciousnesandadministraton of thatpower. You cannot
measuret, you cannotdecidearything aboutit exceptbe aware of the power. Whenyou usethe
word “power”, pleasebe awarethatthereis nothingto substitite for thatterm. Power is thatwhich
you cant budge.Otherwiset’ s not power.

‘Yielding? Conferring,concedingabdicatingabrogating .. sharing?

Threenotionsof sharing:

1. Whenthatwhichis offeredis givenup to therecever (donation);
2. Whenpartof thatwhichis offeredis given up andpartis kept(parcelingout);
3. Whenthatwhichis offeredis still retainedoy the onewho makesthe offer (sharingwith).
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Thesenotiors canbe appliedto time aswell asto things.

Theteacherhaving the power of position within aninstitution, the power of knowledge,andthe power of

therespondento boot,will befrustratedn theattemptto give up thesepowersby the necessityof giving

up position,knowvledge,andresponsdasif thatwerepossitke!). Sinceateachercannotgetrid of these
powers(atleastthe lasttwo) andremainateacher“power sharing’in theteachingsituationrefersto the
notionof “sharingwith”, wherethatwhichis offeredis still retainedoy theonewho makesthe offer.

Soit is with the respondentvho might wish to “yield power to a compositon”. The respondentvho
attemptsnotto falsify the compositon, volunteersto be vulnerableto acompositon’sinput.

Goodteachergoodrespondent—i.ethe proposaput forward by the students network of connectionsgs
takenby theteacheandtiedin (preferablywith mary filaments)with theteachers network of connections.
Thefriction generatedby thetwo networksintersectingn the sharedoropostion is teaching.

Fromthis experiencethe studentmight learnto take this structurefrom the student-teacherrelationsip
andapplyit by analogyto the piece-listenerelationship.In the analogy the piecewould have to be so
interrogatedhat the answersf the piececanbe taken by the listenerandgiven the form of a proposed
network of connections. The listenercould probethe pieces network of connectiondor momens of
friction with thelisteners network of connections.

... sohaving fled the audienceandbecomea teacherthe composefinds anotheraudiencethe studens.
In thatnew context, facingthe studentsthe composediscovers thatthereare certainthingsthatcanbe
asled of themthatcannotbe asked,sofar, in the concerthall.
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| mages of Teacher and of Composer

Two Incompatibilities

Many composersvho teach,grumbleabouthaving to teach. Thoughthe particulargrumblings express
dissatigactionwith theworking conditiors which “take time away from composing” the grumbingsalso
expresdissatsfactionwith having toteach.Thisstressouldmeart'l wouldenjoy teachingf | didn’t have
to teach”. Whatis usuallymeant,however, is: “I wouldn't teachif | didn’t haveto.” This laststatement,
theunderlyingenduringgrumble ,canbeunderstoodo pointto atleastoneof thetwo incompatibilities: 1)
betweerthecomposes concepbf teachingandthecomposers concepf ‘I'; 2) betweerthecomposes
conceptof teachingandthe composess conceptof composiion. The secondincompatilility, between
teachingand composiion, and more specificallythe incompatilility betweenteachingcomposiion and
composimg, raisesny curiosity: to investigatewhethera concepbf teachinganda concepbf compositon
canbesoformulatedthatteaching—contraryo thegrumbleandyetno consolatbn—migh beconsidered
indispenablefor compositon.

Not teachingput the agumentfor teachinghasto changethenteachingwill changeasa consequence.

Ambivalentattitudesowardteachingcompositon refled two clashingimagesof the composerindepen-
dent,feisty ruggedindividualistandsocially responsie contrikutor to a discourseparticipantin debate.
The ruggedindividualist doesnt needto be taughtand fearsfollowers; the participantin debatefinds
schoolto be almostthe only, thoughinsufficient, public forum available.

Theteacher(at leastascurrentlyconceved) assumeshata descriptionof whatis andhasbeenprovides
instructian for whatis to be. The composeassertghata descriptionof whatis andhasbeenshovs what
isto benolonger

The teacher(at leastas currently conceved) andthe composerconflict in their treatmentsf standards:
for ateacherstandardsreto uphold handdown, judgeby; for acomposera standards to challengeto
make moot.

For a composertto considercomposedeachingindispenable, this compogr would have to cherishan
imageof socialconsequences composiions, eitherin termsof a goal, statementprotestdesiredby the
composeto ‘comeacrossto addresseesy in termsof alevel of (public?)discoursevhichwould detect,
describeadmireandcriticize the particularcontribution of a compogion: the discourseof a communty

of thinking peoplewho areeagerfor changewho welcomethe new.

So long as society maintainsa profit-orientedculture industry it will remaininimical to compositon
(compositon is inimical to it) andthis situaton requiresof the composetthe generatiorof an enclave,
letting compo#ion guidethe generatiorof its socialcontext, againstthe socialcontext it wasborninto.
Teachingn the educationakystemis at besta band-aidattemptng to supplysomethiig whichis missng
from the societyat large: intelligent, caringly critical discussbn of the work onewantsto contrikute.

Obediencealsoinimical to compositon, is tacitly demandedby currentteachingsituations Thecomposer
who proposego teachcompositon thusstandsetweertheteachingsituaton andthe desireto compose.
The compositon teachers desireto teachcomposersandto teachcomposiion, calls for ideaswhich
underminethe implicit demandfor obediencen the teachingsituation. Sincethe problemappearsasa
dilemmait requirescomposiion to approacha solution.
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Arguments Against?

“It hasoftenbeensaidthatcomposiion cannotetaught,andthoughthis statementike mary
generalizationds too sweepingijt containsa gooddealof truth”
(JacobThe Composeandhis Art, 1)

“For all practicalpurposeyou canlearnall thereis to be learnedfrom someonen the space
of six months andeventhatwould be slow: sometimes weekis enougH.
(Boulez,Corversatios with Deliege

Sincethe composess actiity is to make mustc which hasnot beenbefore the composercanbetaught,at
most,whathasbeenmusicbefore,but notwhatmusicis to be next, for decidingwhatis to be must next
is the actiity of thecomposer

“Deliberatelyself-taughf{vs. ‘accidentallyself-taught’].. . thatis,thosewhohavethestrength
of will to have donewith modelsthatexistedbeforethem’

(Boulez,36)

“This doesnot meanthatthe studyof the theoryof composiion is superfluousr evenharm-
ful. At all timescomposers-eventhe greatmasters—learnethroughstudyto expresstheir
musicalthoughtsmore pointedly, fluently, and clearly. In orderto fulfill its role properly
theteachingof compositon mustkeeptwo pointsin view. By abstractinggeneralprinciples
from the works of the greatmastersjt enableshe averagemusicalpersonwith no special
gift for composiion to ‘compose’music,i.e. to putit together This happensvery dayin

musicalacademiesywherethe studentswrite fugues,canonsyondosandso on. But thereis

onething which the mostconscientios pursuitof the studyof compogion cannotdo—that
is, replacenspiration throughwhich alonemusicbecomesheimmediatecreatve expresson

of thoughs”

(Rufer, Composingwith Twelve Tones 3)

A teachewho would teachcomposiion canthink thatthe studenttcomposemay comeup with theideas,
andthenmay learnfrom the teacherhow to realize,develop, or embedthe ideas. But the realization,

development or embeddingof an idea mustbe determinedaccordingto the idea, not accordingto the
teacher

Originality, spontaneit, insight, irony, sensef humot tacticalingenuity serendipitymightbelearnedbut
cannotbetaught.Teachingconcernstself with method while theattributesof agoodcomposeforiginal-
ity, sponaneity insight, etc.) circumwentmethod;they are,possibly anti-methal. Every pedagogyeven
whenaimedat liberation,is composedf preceptsaandgeneralizationsComposersthemseleswanting
to setup eachparticularcompositon asthoughit werea preceptanda generalizatiorof whatis to follow,
will actinconsiséntly with the pedagogieshey know.
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Formulation

Two sourcef theaversionto teachingare (1) theattackon hierarchy and(2) the neglectof formulation.
Someareaverseto teachingbecausehey dislike the visibility of hierarchy;othersareaverseto teaching
only becausehey have ngglectedformulation

If the activity of formulatingideas—takig carein ‘putting theminto words’—were seenascrucial, in-
dispensabléor composiion, thatis, if compositon weretakento imply radicalthinking, thenonewould
needthe pesky insisenceof acuriouspersonapersorwho suspectshatonesideasmightbeneedednot
asahelpbut asanally.

A teachercanoffer theformulation of athough which mightprovoke a studento engagen anew process
of thinking, andto applythe new processof thinking in a procesf compositon which will give riseto
a personabktyle and perhapsa new thought distinct from the teachers thinking, compogion, style,and
thought If thiswereto happenit might provoke a studento engagen a procesf composing basedot
on thewish to adopta style, to do somethig liked, to conformto the tasteand senseof reasonabilityof
societyasit is, but onthewishto explore theconsequencesf thethoughtin athinking processwith ideas
andwaysof composingvhich couldproposehesstyle, liking, taste andsensdor societynotyet existing.

Desired Consequences |

A teachemalkestheaudaciouslaimthatthe goalof teachings the obsolescencef theteacher

A composemakesthe equallyaudaciouslaim thatthe goal of composings the indispenability of the
composer

To draw this distinction links the contradictiors to today’s societywhich teacheandcompoer find them-
selesin: currentsocietydeniesteachersheir obsolescencandcomposersheir indispensalbity .

An imaginatively composedeachings indispensald for having one's contemporariegnterinto the con-
versationsvith compositons(whathasbeenreferral to asthedesiredconsequence®r a composiion).

Thediscussiorof criteriaconsultedoy a composetoucheson the potentialsignificanceof the composi-
tion, its input, contribution, socialconsequencess ‘message’this discussioralsoholdsthe potentialto
teachcompositon to thosewho would beits students

“When askingstudentghe question:Why do youwantto compose?’,
thebestanswergivento methusfar hasbeen:
‘I HAVE NO CHOICE!"”

(Gahuro, CollaborationOne: The Beautyof IrrelevantMusic)

Gahuro’s gleeon hearingthis answer—badnews thatit is—musthave comenot only from thelinking of
compositon with a senseof necessitybut alsofrom the doubleentendre:composiion doessomethng
aboutthe situationof having no alternatve, where‘to do sometiing aboutit’ in this casemeansesponse
to alack of choiceasa problemprovoking creation.Compositon createsalternatves

To theextentthatacomposiion shavs how alternatveswerechoseraccordingo criteria, it teachesThus
a teachemwho asksstudentdo composeherebyinvites thosestudentdo becometeachers.The teacher
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who would make suchaninvitationconfrontsthreecompositonal problems formulatingalternatvesand
criteria, creatingthe context of sharing,andthe performanceof offer andresponse Teachingmustthen
beapproachedscompositon, andtheteachingsituatian is thena placewherethefunctionof teachemland
thefunctionof compogr overlap.

“To the extentthata composiion shavs how alternatveswere chosenmaccordingto criteria, it teaches.

This extent might equalzero, for a composiion shows criteria only to a personwho hasinferred the

criteria; that is, only a personwho hasinferred the criteria will say that a compositon ‘showed’ the

criteria. Undercurrentconditions it is alreadya featif a compositon hassucceededh signalingto the

listenerthat somethilg was chosen. The audiencewhich understandshat somethng was chosenmust

hold someimage—eenif notthe composes image—ofa setof alternatves from which the composer
chose.

Criteria,then,area matterof discussbn, andthediscussiomusthave a context, atime anda spaceanda
certainlevel of discoursejn whichit cantake place. Whereelseis sucha context to be madeif notin a
‘teachingsituaton’?

| amawarethateducations notamiraculougprocessapabledy itself of effectingthechanges
necessaryo move anationfrom oneepochto anotherindeedijt is truethatby itself education
cando nothing,becausehe very factof being‘by itself’ (i.e., superimposd on its context)
nullifies its undeniablgpower asan instrumentof change. .. Preciselybecauseeducationis
notthe lever for the transformatiorof society we arein dangerof despairandof cynicismif
we limit our struggleto the classroom.

(SchorandFreire,A Pedagogyor Liberation 129)

Sincethe context (thetime, the spaceandespeciallythe level of discoursefor the discusson of criteria
cannotsimply befound,it mustbe created.The creationof a context, if notto bethoughtof ascomposi-
tion, atleastrequiresthethinking of acomposer

Thepurposeof teachingcomposiion, of learningskill in composirg, is to preventsquanderingoodideas
in badpieces:wheretheideais not only wastedin a contet thatdoesnt needit, but is alsospoiledfor a
contect thatmight needit.
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Composing the Perfor mance of Teaching

If teachingis to be understoodasrespondingo studens by sharingpower and offering alternatvesand
criteria, a composemho would teachcompositon confrontsthree compogional problems: formulat-
ing alternatvesand criteria, couchingthe offer andresponseandcreatingthe context of sharingpower.
Teachingmustthenbe approachecs compositon, andthe teachingsituationis thena placewherethe
functionof teacheoverlapswith thefunctionof composer

The composilg teachettriesto getstudentgo grapplewith issueswvhich the teachingcomposedoesnot
outgrav: thecurrentconstituton of ‘I, thedescriptionof thecurrentepoch,andtheselectiorof stratgies
for I's confrontatiorwith theepoch.

Compositon of performance—compasin, thatis, takento be the synthess, accordingto socially con-
ditionedand society-condioning preferencs, of the consequencesf a premiseestablishedy human
(anti-naturalfiat—is anattemptindispensabléo the performancef composiions.

Environment of Discourse

A compositon canassertits distinction, its provocation,its statemenbnly if it is treatedasthoughit
wantsto bedistingushed,asthoughit aimsto provoke, asthoughit wishesto make a statementListeners
(students?will distinguish,respondo provocation,andformulatestatemersonly if they aretreatedas
thoughthey wantto describeasthoughthey wantto respondasthoughthey wantto formulate.

Ideasarewelcome but they arenotwhata studentof compositon needsrom ateacherThe contrikbution
urgently neededfrom a teacheris increasedsensitvity, and sensitvity increasesvhena distinction is
introduced Distinctionsmightbeintroducedwith hints,gesturesexamplesput notwithoutformulatiors.
Theformulation of a distinction establishea monmentof increasedreedom.

Waive the privilege of accesgo the absolué truth, anda kind of discusson is thenpossilte which would
notbe possiblewithout waiving the privilege of accesdo absoluteruth.

The premiseof teachinghasbeenthat betterknowledgeleadsto betteractions,thatis, to actionschosen
afterconsultingbetterknowledgeascriterion. Teacher&now betterthanto rely onthis premise.Teachers
could begin to look at the environmentalconditionsin which a personwill consultbetterknowledgein
choosingactions.

Teaching:whenl bringaboutanervironmentof discoursen whichthosewhoml claimto teachlearnwhat
| would have themknow. | may not know afterwardswhetherl taught,or the ervironmentof discourse
taught.

In asocialworld whichrespondso themanifestaton of desirewith contemptapathyoblivion, preaching,
andderision,ateachemot only asksfor the manifestaton of desire,but alsoasksfor alliesin the attack
on contemptapathyoblivion, preachingandderision.

If hierarchyis inherentin the teachingsituaton, thena projectfor the composingteacherwould be to
exposeit, to underminat, to jostleit.
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If theconcepbf composiion excludesimitation of modelsandmodelsarenotto bedoneaway with, then
how elseto treata model?(Problemfor arespondent). .. the pupil would have to gatherfrom themthe
factthatonemustcometo gripswith all the problems—nothow to” (Schinbeg, Styleandldeg

| constructthe consiseng/ which connectghe consiséng/ of onecomposemith the consisteng of an-
othercomposer In presentinga composes work andviews, | disinguishthe consisteng of the views
investgated written about,presentedfrom the consisteng of my viewing the consistencies.

Two teachers:

1. “I haveto prepare!”

2. "l have to preparethefirst sentencef a class;the first sentencénasto be composed Fromtherel
have to provoke, responddemongtatethe developnentof anidea’

First statemergapplyleverageto the level of discourse.

Carefully choserfirst statementgan protectthe discussiorat the outsetagainstthe avalancheof agree-
ment.

“The choiceis gloomy. conscientiougunctionaryor free artist, the teacherescapeseither
thetheaterof speecmor the Law playedout onits stage:the Law appearsiotin whatis said
but in the very fact of speech.In orderto subvert the Law (and not simgy get aroundit),
theteachemwould have to underminevoice delivery, word speedandrhythmto the point of
anotheintelligibili ty.”

(Barthes,"Writers, Intellectuals,Teachers”)

“In theteachingsituation no oneshouldanywherebein hisplace’ (Barthes)rhefall-backphrasesvhich
oil the usualdiscoursewith unreflected-uporagreementreto be madeout of place. Teachingcould
changehe stateof knowledgeby changingthe stateof languagesuchthatphraseshatonceallowedone
to “get by” no longerpassunchallengedOneof the performanceshatbecomesvailablewhenphrases
fall undersuspicions thatof catchingoneself.If, for example,| amoneof the participantsn adiscussin
in which we have decidedto dispensewith all phraseghatimply faith in objectiity, andunwittingly |
begin the next sentenceavith “It seemdo me...”, andstop,this performanceshavs the momentin which
usageclasheswith thought.

| alsolearnedhow to give up my power asateacher(not delegateit but abrogateat) andhow
to helpmy pupilsaswell asbecomesomeonghey couldtalk with. | learnedo listento them,
to be led by their interestsand needs. In turn | becameinvolved in creatingthingsin the
classroom—-n doingresearclton mythsandnumbersjn learningfrom the experienceof the
students My studentsandl resembledca communty muchmorethana class,andl enjoyed
beingwith them. We workedtogetherin an openervironmentwhich often spilled out of the
schoolbuilding into the streetsthe neighborhod, the city itself.

(Kohl, 14)
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Asteachingsituationsnecessarilynvolve impronmptumonents,casuatonversationbanter“ice-breaking”,
onecould let compositonal thinking and playfulnessreachinto thesepreludesand postudesto getting
down to business.

Withess

JZ... | notonly say‘that'swhatl sawv’, but ‘giventhis context, that'swhatl sav’, andwould call thata
witness.I'm checking.ls thiswhatyouwanted?

ME | wasthinking of situatons,for instancea lecturein which somelecturerhasgiven a presentation
andthentheres a question-anser period,andayoungstudentaisesa handandasksa questionof
thelecturerthatperhapgjuestios oneof the premiseof this personslecture.Insteadof addressing
the question,the lecturerwill find one of numerouswvays of saying'Y eahyeah,that’s very nice.
I’'m alwaysgladto geta questionlike that. Now arethereany otherquestion8’ [laughter]andthis
happensofrequentlythatnobodyevenfindsit funny anymore.

JGIt'snotfunny. [laughter]I’'m laughirg but thatdoesnt meanit’ s funny. [laughter]
CW That'soneof Leslg/’stragedies.
SPSoin thatsituationyou're puttingwhat?

ME In thatsituation what's missingis someondo witnessthe interactionbetweenthe lecturerandthe
student.

HB Witnesswould be a wholeroomful of lectureattendantgettingup andleaving uponthat.
CW Mm hm.
ME Mm hm.

HB Thatwouldbeademongationof witnessip. Thisis soridiculousif suchathinghappengverybody
mustleave. Justgo. But it doesnt happen.Becauseavitnessng doesnot seemto be aninstructon
to action. It seemgo beaninstructian to documerdtion. It is absorbedy research.

The conceptof ‘witness’, asdistinguishedfrom ‘obsener’, ‘spectator’;from ‘advocate’, ‘judge’,
‘recorder’, and‘reporter’, indicatesthat a personsees hears,and speakspublicly aboutwhat she
seesandhears.A witnessis calledfor whena doubthasbeenraised—pubtly—whetheranevent
hastaken place,or not. The conceptof witnessadmitsof a variety of motivations,guided,however
by the motivationto make public a sociallyfunctionirg statemenof whathastakenplace.

WB Not thatanyonewould carebut thattermhasa long historythatway goingbackat leastto the. ..
SPWhichword hasalong history to it? Witness?

WB To witnessin that capacity To withessasin to give, to beartestimaiy to, ratherthanto witness
asin to passvely obsene. Thewitnessto anaccidentdoesnot beartestimoly to it. That's what's
becomingthelaw, in the eyesof thelaw. In the history of socialprotestto withessmeansndeedto
beartestimory to thatwhich occurred but with theimplicationthatthetestimory whichis bornis
anactionratherthansimply arelation,areport.
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A listener
will notbecomeawitness
without having hadone.

The currentstateof listening—to musk andto talk—auffersfrom lack of witness

We in music seemto be the only oneswho are living in that impossble world in which
unjustfied, falsebelief not only paradesasbut is publisted asknowledge. We have a very
serioussituatian in thatregard. Music hasbecomehefinal restingplacefor all of thosehoary
psychophgical dualismssuchasheartandbrain, the cognitve andthe sentient.Well, we're
having aproblemandthatis partof our problem.Thenotion of seriousdiscourseaboutmusic
is a concernto me not becausé have to be concernecessentiallyaboutthe stateandfate of
discoursebut becausd¢’'m concernedboutthe stateandfateof music.

(Milton Babbit, WordsaboutMusic, 175)

A teachemof compositon mustbetwo witnesses:
awitnessto the studentanda witnessto whatthe studentid.

| learnhow to witnesswhatthat which | do, does. The fulfillment of a desirehasconsequencesThis
ideais expressedn severalfairy tales,but therethemoralof the storycondemnslesire—whicht equates
with over-reachingambitionand acquisitveness.On the contrary to favor desireandfulfillment while
maintainng critical scrutiry is whata composeteaches—t@upportdesiresothatonemayscrutinizethe
consequenced desiredulfilled ratherthanthe consequencesf obligatonsmet.

Paraphraseés incorrectlyassumedo be the mostcredibleform of receiptthat one hasunderstood-or
hasbeenunderstood Paraphrasés oftenaccompaniedby the phrase’‘Do you mean. .. ?”, which shavs
the respondento be overlodking the fact that a paraphrasés a transformatiorof the initial statement.
Verbatimrepeatis underestimtedasa crediblereceipt. A respondentvho checksby verbatimrepeat
givesasignthatthisrespondentonsidergheformulationto be of significance.

Paraphrasédasotherfunctionsbesidescorveying a falselyreassuringl know whatyou mean”. It can
functionascorrectionor refusal. It playsarole in brainstormingin the attemptto developananswerto
anunansweredjuestim, wherethe aspecbf transformations preciselywhatis wanted.

To respondwith a paraphrasés differentfrom respondingvith ananalogy solong asanalogyis under

stoodastheattemptto pointatastructureappliedin two distinctsystens. Thecolloquialthreatto analogy
is “It' slike...”; contraryto this usageresponsdéy analogyemphasizethe differencebetweenthe two

systems.

Criticism, Dismissal, Correction

Dismissal neednot result from malice; casualremarksand attemptsto complimenteasily exhibit the
featuresandsene thefunctionof aneffective put-dovn. Theaim of thedismissal—intendd or not—isto
banisha problem,issue,or offer from public discourseandsodery thema socialfunction.
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“All studentinput needsto be appreciatecgndrespondedo: ‘Nice question’,‘Good point’,
‘Thanksfor theclarification’” (ThomasBenjamin,“The LearningProcesandTeaching”)

Hear hear!—All input needgo be appreciateéndrespondedo!
Or: Onthecontrary—Allinput needdo be appreciatedndrespondedo.

Speechs irreversible:a word cannotbe retracted exceptpreciselyby sayingoneretractsit.
To crossoutis hereto add:if | wantto erasewvhatl havejustsaid,| cannotdoit withoutshaw-
ing theeraseiitself (I mustsay:‘or rather...’ ‘I expressednyselfbadly...’); paradoxically
it is ephemeraspeectwhichis indelible,notmonunentalwriting.

(Barthes,"Writers, Intellectuals,Teachers”)

Dismissalwishesto actassuchaneraseifor theresponded-to.

Whena composeihasthe reputationof beinga badteacherandyet is known assomeongdrom whom
one canlearn,the conflictin reputationscould be dueto a failure to distingush betweencriticism and
dismissal,but alsoto theappearancef criticismsamongthe dismissls.

Theword‘correction’ concealsunderthe onenotion of statichierarchyavarietyof behaiors: correction
accordingto the consisteng towardwhich the studentwasaiming; correctionaccordingto a criterionnot
yet consultedby the student;correctionaccordingto a setof rulesto which the studentried to conform;
correctionaccordingto a setof rulesto which the work generallyconforms,unbeknaevnstto the student;
‘correction’ accordingto ruleswhich areappropriateneitherto the studentor to thework.

Implicit invitation by the studentaffectsthe gestureof correction:
. invitationto regardandadmire;
. invitation to checkfor self-consisteng (immanentritique);

1

2

3. invitationto checkfor consisteng with a setof rules;

4. invitation to brainstormon continuationof work in progress;
5

. invitation to discusghedesirabilty of theconsequencesf desiredchoices.

A teachercanoffer alternatvesto theinvitation assumedy the student.Uninvited correction,whennot
itself aninvitation, dismissesan offer.

Instruction and Orientation

Within thepower of therespondent,e.,amongthechoicesopento therespondenis thechoiceto respond
by instructon or by orientation Instructian tells you explicitly whatto do. Orientationmakesa change
in the ervironmentaccordingto which you tell yourselfwhatto do. An instruction would bewhenl say

“Please turn up the heat”; you obey or don't. Orientationwould be whenl hunchmy shouldrs,rub my

arms,breatheon my hands,and shiver, andyou, detectingthat the temperatureof the room makesme

uncomfortableandactingon your senseof hospitlity, decideto turn up the heat.
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| couldinstructa persorwho wishesto write for the trumpetto avoid the low range,especiallyin muted
passagesp be sparingof the high range,to make surethathigh notesare preparedto take advantageof
the trumpets agility, incisive attack,large dynamicrange,etc. Or: | could orienta personwho wishes
to write for the trumpetto the phenomenomf the trumpetandtrumpetplayers.| could invite a trumpet
playerto meetwith us, try out a few exercises,shav mutes. The personwho wishesto write for the
trumpetcould be asked to watchthe players neckwhile high andlow notesare attemptedio seewhat
a pianissimo attacklookslik e, to sit in on a rehearsabndwatchwhatthe playersdo whenthey have to
changamutesetc.

To give instructionswhenan orientationwould suffice, andto persistwith orientation when
instructon is neededpotharecondescending.
(HumbertoMaturanavisiting Briin’s seminar)

To showv analternatve orientsa respondento choose.

To offer several instructians can function as orientation. (Alternative instructons, or a compoundor
constellatio of instructians)

Gesture

Gesture®f scolding,
warning,

holding

forth,

reminding,
teasingjndicting, bantering,
looking askance,
confiding,
confessing,
prescribing,
pleading,

Gesture:notto ‘do’, butto ‘perform’. Sullivan’s descriptionof gestureasa hybrid mediumwhereinone
mediumborrows distinctionsfrom anotheycould be appliedto the performancef teaching.

To beableto imagineandperform,with attentionto voice,vocalulary, andgesturethe mostinsidous of
slandererandflatterers.

If all teachings alsoa performancéandnotthe otherway around) thenwhendoesa performancdeach?
For a performanceo succeedn entertainingis not sufficient—mos$ successfukentertainmentgonfirm
only the alreadybelieved, and stave off reflection. Neitherwill an unentertainingperformancesufice.
Onerequiremenmostlik ely is thatthe performancencludean elementf self-reference.

Gesture®f beingastonivied,
calling a bluff,
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concedinga point,
bragging boasting,
burlesquing. ..

Giving advicegratesfor wantof variety of gesture.

To be ableto imagineand perform,with attentionto voice, vocalulary, andgesture the mostinsidious
of slanderersand flattererscould help to remove hopefrom its favored statusas criterion for making

decisions.

It is in the power of therespondento disregardthe gesturewith which a remarkis made,by takingit at
its word—thatis, respondingo the sentencasthoughit werespolkenwithin anothergestureln thisway
anattemptat dismssalby sarcasmtakenasa proposalcanbecomeunexpectedlya contribution.

“Showing a paintingof a white area[l said]‘Master Kandinsky, | have finally succeededh
paintingan absolutepicture of absoluely nothing” Kandinsky took my picture completely
seriously He setit up right in front of usandsaid: ‘The dimensonsof the pictureareright.
Youareaimingfor earthlinessTheearthlycoloris red. Why did you choosewhite?’ | replied
‘becausehe white planerepresentsiothingness. ‘Nothingnessis a greatideal, Kandinsky
said. ‘God createdthe world from nothingness. He took brushand paint, setdown on the
white planeared,a yellow, andablue spotandglazedon a bright greenshadaev by the side.
Suddenlya picturewasthere,a properpicture,a magnificenticture’

(A studentbof Kandinsky, quotedin FrankWhitford, Bauhaus98)

... disputing

bemoaning,

mocking,

exhorting

venturinga suggestionharpingon something
applauding,

shutthg up,

commiseratig ...

Suggestiotior adirector—alsoappropriatdor ateacher?—crdaadistinctstyleof addresgor eachactor
for eachstudent:speedhuma, level of friction, in-joke, goal,vocahulary, tonesof voice,gestures.

The Performance of Being a Student

“Lessonsthen,whereadwancedstudentsof composiion areconcernedshoutl bein the na-
ture of friendly discussonsillustratedif necessarpy masterand pupil with relevant quota-
tions from the works of composerof excellenceof all periods,andthe pupil shouldstate
clearly what his difficulties and problemsare... A pupil who putshis work in front of his
masterandthensitslike an oyster mumanddull, is really more of a crossthanonewho is

tootalkative, severetrial thoughthelattercanbe?”
(Jacobp)
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And if a pupil doesnot, or cannot, or will notstateclearlywhatthedifficultiesandproblemsare?

Fiveinitial posesof a studentmeetingateacher:

. tolerant(knowing it all)

revelingin contrariness

unableto begin, not knowing how to choosestuck
securehut interestedthatis, not completelysecure

I N I e

playingby therulesratherthanplayingalong: obedient

Two contemporanperformancesf beingastudent:(1) thestudenknowsit alreadyandthereforeit is of
littl e interest;(2) the students notinterestedn it, andthereforeknowsit already How to performfacing
sucha performance?

“In anopensituationtheteachetries. .. to dealwith eachsituaton asacommunalproblem’
(Kohl, 16)

Question

Sometimesan offered questionis sufficient impetusfor thosewho have learnedthe questionto supply
theinsights necessaryo inventanswers Sometimesn offeredquestioncorveys the sufficientinsightfor
thosewho know the questiorto inventanswers.

If the teachermposedegitimate questiongthatis, questiongo which the answersare not known by the
teacher)thentheteachemandstudentare,or become—vis-a-vithe question—olleagues.

1. Theteachemladdresseproblemsof the studenwhichtheteachemhasalreadymastered'llle gitimate
guestiony.

2. Theteachers masteryof approaclemegeswhile offering the studenta problemwhich theteacher
hasnot mastered‘Legitimatequestions’).In thisinstanceheteacheisharegpower, but notdirectly
with the studentratherindirectly throughthe problem.

Socratesevery responseés a question.Most of the questims are placedasopenmomnentswithin a chain
of algumentationwhereinhe seeksassento thosecomponent®f thealgumentwhich hethinksunlikely
to be contested Sincetheinitial assertiorof his corversaton partneris contradictedoy the culminaton
of concedegoints,Socratesprocesf questionng appearsot to ‘make anargumentof hisown’ but to
dismanté theargumentof his partnerin corversation.

Socratesatirizeshis corversation-partnergissumptia of reductionistogic: thatthewholeargument(to
which Socratesaddresseedisagree)s the sumof its parts(to eachof which hisaddresseealmostcannot
but agree).Sincethey agreedo the parts,they swallow thewhole.
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A questionandtheway it is aslkedleadarespondenby pointing atarangeof answerst considersadmis-
sible.
Therespondenteednotremainin thrall to the questions rangeof admissibé answers.

Assignment

ME ... Yousaidyouwouldwantto find outalot of differentthingsaboutthis studentwherethis person
hadbeen,whatthey werethinking of, andwhatthey wantedto do. Whatwould you do with that
descriptionof the student?

JGMake anassignment
ME Hm.

SPHm.

HB That's whatit’ s for.

Josephusomesup with ideasfor fulfillments of assignmentsot givenby Aloysius; thatis,
both Aloysius andJosephuarebusygeneratingassignrents.
(Fux, Gradusad Parnassuni29ff, for example)

Formulatean assignmensuchthatit createsa context in which a studentwantsyou to teach. Let the
assignmentreatethe context.

Faceto Face

A composeiis mostlikely to consultanotherwhenfeeling stuckon a problem,at animpassegthusthe
disparagememf compositon teachingas ‘therapy’). Sincethe compositonal problemis concoctedoy
the composeran outsidermight be puzzledthat the composerdoesnt decideto drop it and move to
someother The puzzledoutsiderwould be missng several points: thata stuckmomentmight be a sign
of potentialbreakthroughthatit is the difficulty of the posedproblemthatis seductve; thatthe posed
problemis likely of interestfor its links to a problemnot posedby the composerandthatthe impasse
mightderive from alack of problem:thecomposemightbe mistakenly inspectingheideasthatarethere
in the posedprobleminsteadof looking for anadditioral ideawhichis notthere.

Vocabulary

Artists use and hearjargon termsof which understandings assumedreciselybecausehe termsare
jargon. Uponexamination,oftentheassumpon is seento be unfoundedjf notalsothe confidencen the
usefulnes®f theterms.

Sometermswhich have acquireda precisetechnicalmeaningsene the developnent of thinking about
composig (andthusalsoof composingWwhenthesetermsaretemporarilyuncoupledrom theirtechnical
meaning.
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In the performanceof teaching,a decisionis to be maderegardingvocalulary: whetherto renav the
vocahulary of discoursdrequently rapidly changingtheimagesreferred to in discussinga problemor to
introduceandexplore a few termssothata sharedvocalulary canbecomehe meandor generatingnew
ideas—fromwhich a usagedevelops

“After threeor four yearsof working togetherwe have developeda sharedvocatulary which
allows explorations,conjecturesandformulationsto be discussean a high level. Thennew
peoplecomein anddon’t know whatwe're talking about:

(Gahluroin acorversation)

Thegeneratiorof anenclave affordsonetheluxury of suchproblems.

Sharing Power

Thosewho contemplateoedagogyassume dichotany: eitherencouragemerhrough‘beingnice’, posi-

tive statementgewards.etc.,or encouragemerthroughbeing'tough’, enforcingdiscipline,adminisering

punishnent. If contemplatn of pedagogywere coupledwith critical obsenation of the (discouraging)
socialervironmentagainswhichteachindabors,thenbothpolicieswould be seenasstandingamongthe

generator®f discouragement.

“One of the basicelementsf therelationshp betweenoppressoandoppresseds prescrip-
tion. Every prescriptionrepresentshe impostion of oneman’s choiceuponanothey trans-
forming the consciousessof the man prescribedto into one that conformswith the pre-
scribers consciousnesd.hus,thebehaior of the oppresseds a prescribedehaior, follow-
ing asit doestheguidelinesof theoppressor.. pedagogyf theoppresseda pedagogyvhich
mustbe forgedwith, not for, the oppressedwhetherpeoplesor individuals)in the incessant
struggleto regaintheir humaniy ... How canthe oppressedasdivided,inauthenticbeings,
participatein developing the pedagogyof their liberation?”

(Freire,Pedagogyf the Oppressed3l)

“l learnby teaching. (ThomasBenjamin,On TeachingCompositon) Lacking committedstress,this
sentencevould corvey the unintendedmessagehat you (and everyonebut I) don't learn by teaching.
Useof thethird-person (Briin)—'I learnsby teaching'—coulderretout aninsightaboutlearning:that
everyonewho says'’ learnsby teachingjncludingstudents.

“In orderto elicit the currentself-descriptiorof a system wishto understand, have to grant
it the power of therespondernit.
(Briin, My WordsandWherel WantThem 111)

The teacheris a respondentthe studentis a respondentthe phenomenologyf thesetwo respondents
dependsin part,on whetherthe teachingsituaton is treatedasa one-way medium,a two-way medium
or amore-than-tw-way medium.
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What Do | Teach such that | Teach Composition?

The question‘what do | teach?” pointsat the not-yet-knavn alternatvesand not-yet-consultedriteria
which the teachemwould like to presento, or investgatewith, studens. Underthe imageof teachingl
would like to support,however, thesealternatvesand criteriaform only partof the subjectmatter The
otherpartis to bederivedfrom theteachingsituaton: whois presentwhathasbeenbrought;local trends,
hottopics,andsimmering controserses.

For the situaton to be a teachingsituation the participants—sidentsandteachers—musdttemptto con-
nectthe subjectmatterwhich they constitutewith thetitle underwhich they meet.

Thefollowing list of answergo the question‘what do | teachsuchthat! teachcompositon?” represents
a network of waysto approachwork on, think aboutwhat| have learnedo call—andcurrentlypreferto
call—compogion.

Whatdo| teach?
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Thedesirabiliy of ...
Fearof...

Aversionto...
Thealundanceof...
Preferecefor...

To askwhen...
Thedifferencebetween..
Thedialecticsof. ..
Theability to discernbetween..
Thenecessityof ...
Attentionto...

The desirabiliy of comingup with anideawhich requiresthe mediumchosenthe structurechosenthe
requirementsf anidea.

Experiencewith the techniqueof ‘brainstorming’illustrateshow widespreads the ability to

comeup with ideas. Scarcityis introducedby qualifications: new ideas,really new ideas,
goodideas,very goodideas)ots of ideas theright idea. Thusthe problemis nothaving ideas
but having anideaof whatto do with ideassuchthatthey play arole, fulfill a needor desire,
solve aproblem.

Thecomposeasksquestion®f theinitial ideaandthe proposednediumregardingthetraces
whichtheidearequireso have left andthetraceswhich themediumis capableof preserving.
(Sullivan, “The Performancef Gesture”))

In the processof composng, the ideaactsasa pretext. The composeforms a web of con-
sistenciesaroundthis idea, which becomesa pretext for the statementhatemepges. Thata
respondentnay later discover this ideaandattachsignificanceto it, doesnot dery thatthe
ideawasa pretect for the compogion andstatementvhich emegedfrom it.

In the noteson the first productionof the lehrstick The Mother, Brechtsaysof the setthat
only thosepropswereusedwithoutwhich the play could not happen.

“ ... thestage... wasnot meantto simulatean actuallocality. Insteadthe stage
itself assumea posiion, asit were,in regardto the evens: it quoted,recounted,
anticipated andreminded. With its sparsandicationsof furniture, doorsandthe
like, it waskeptto the objectsthatplayeda role; objects thatis, which, werethey
missing,would requirethe actionto proceedifferentlyor notatall.”
(Brecht,performancenotesfor The Mother,133-4)

Thepurposeof teachingcompositon, of learningskill in composing, is to preventsquandering
goodideasin badpieces:wheretheideais not only wastedin a contect thatdoesnt needit,

but is alsospoiledfor a contect thatmight needit.

“A compostional methodexiststo write pieces It is notsacredandwhenthepiece
hasreachedhroughapplicationof the methoda suflicient degreeof completeness,

Mark Enslin 26 TeachingCompositon



it will begin to asserits own rightsandneeds.Thesemay oftenseemto contradict
the original methodor call for changesn thework’s design.Do not hesitatevhen
sucha situaton arises.If the methodhassenedlong enoughto allow the work it
hasproducedo contradictit, it hasmorethanfulfilled its function”
(Wuorinen,SimpleCompositon, 164)

This paragrapltould have beenthefirst of abookwhichwould braclketthe notionof method,
andchanget from beingthetool for makingacceptablgroductsefficiently, to beinga probe
wherethe methodis half objectof interestandhalf pretect for serendipity (Compositon as
plannedserendipity)

Thesynthesizeteachesreadiness$or ready-madesThe countermove will have to bemade
by composerswhetherby turning away from the syntheszer, or subverting the synthesizer
or thinking of anideawhich requiresthe synthesizer

Fearof the decayof information

| distingush betweentendenciesvhich can be avoided, which mustbe ‘guardedagainst’,
which canonly beretarded.

Thatwhich| canavoid will nothapperunlesd doit.

Thatwhich | mustguardagainstwill visit uninvited unlesd take precautions.

That which takes its coursesooneror later accordingto what we currently know as laws
of nature,namely: decay asin “decayof informatian” (ShannorandWearer), canonly be
retarded(Briin)

Facingtheone-wayinexorabk proces®f thedecayof information,| amloathto try to exhaust
all the possibiities of anidea.

A teachers responseo a students work in progresscould point out repeatsconstanciesand
periodicities(which speedhelossof information)thatthe studenoverlooked.

In somecasesa drone-like constanyg resultsfrom too little redundang.

Variationson ‘simple’:

A listenerapprehendsomponerg withoutyet comprehendinghearrangement.

A listenerpercevesthesimplicity of anarrangemenvnwhich compleity hasbeenconferred
by complex components

A listeneris subjectedo a simple arrangemenof simplecomponentgleasing openonly the
guestionof why it wasdone).

Ongoingprojects:

compositon of prose:prevenion of meter
compositon of atonality: prevenion of tonality
composiion of dramatugy: preventionof drone.

Instrumentsandinstrumentatombinatims are subjectto the dynamicsof decay They have
heydays,becomeusedup, suffer entire epochsin which their socialfunction rendersthem
untouchablegven whena compositonal ideacalls for them. The pipe organ,for example,
still resistsall attemptdo disentang? it from the church.
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A persorwhowould composexpects correctly thatthis personsfirst actascomposewould
confrontthe personas an interestingand admirablestranger The personis, however, in-
correctlypreoccupiedvith inheritedstandard®f interestandadmirability, and neglectsthe
technicalrequirement®f estrangement.

The subjectionof aninitially interestingideato inversons,reversals disguisestwists, dele-
tions, exaggerationsgondensatiosi—focusingon the hithertotaken-forgranted,specifying
whathashithertobeenleft to accident—suclthatit is no longerinterestingn theway it was
initially, opengthe possibilty thatit couldbecomenteresting.

Aversionto imitation.

Theideologywhich presumeshe uniquenes®sf theindividual hindersthe teachingof com-
position. (The patternof the presumpbn: “Every personis unigue. Thereforeevery product
of that persons actwity is unique” A variationon this ideologyassumeshat nothing new,

original, or uniqueis everto be expectedor desired.)Thethoughtthatmakesuniquenesto

a problemwhich requiresexperimenétionandconstructon, andrisks errorandfailure—this
thoughthelpscreatea socialcontext whereincomposiiton is needed.Thustechniquecanbe
judgedaccordingo its adequag in meetingthe criterionof distinguishability.

Goodimproviserspanicat the claustrophobianducedby the repertoryunderthe fingertips;
the sensitvity remainsareflex, in contrasto a composerwho refleds on the claustrophobia-
inducingsituaton andthuscanchoosego presere the momentpanic,or discardit in favor of
anothersituaton, or disgui® it asa deliberateset-upandsoinvite withesgsto the situaton
ratherthanspectatoref theimprovisers predicament.

Contrikuting to a generalattempt:l make my predecessamny ally. Respecfor thecomposer
to whoml wishto payhomagerulesoutimitation; onthecontrary it requireghedistinctress
of my offer, temporarilylinkedto the otherby the descriptim of a sharedattempt.

Thealundanceof unintendedmessagegrotectionagainstuninteneéd messages.

A composeffollows a line of thoughtin realizinganidea. In concentratingon the line of
thought the composemight neglectto foreseethe undesirablanterpretatios to which the
work is prey. A teachercanorient a studentto the negative thinking necessaryor taking
protectve measuresBetterthatthe pieceremainanunsolhed puzzlethanleave itself opento
unwantedeasyunderstanding.

Choosesuchconsisenciesaswill helpawitnessdefendthecompogion againsits unintended
messages.

Find the thresholdbetweenl) a structurewhich hasaccumulatech histay of meaningsand
canstill bealienatedrom its accumulatedhistory of meaningsn thecreationof anen mean-
ing; and2) a structurewhich hasaccumulated histay of meaningsaandcanno longeradmit
new meanings.
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“ ... thisreturnof the tabooedshouldnot take the form of a harkingbackto un-
problematiccategoriesandsolutions rather whatmay legitimatelyreturnarepast
problems.

(Adorno,AestheticTheory,53-4)

To composea consisteng whichis inconsiséntwith all messageanwantedby thecomposer
openghepossillity thatevenunintendednessagemightbecomewvanted.

Preferecefor creatingtheillusion of somethingtheeffect of something, overthereproductiorof thereal
thing.

Compositons partale of the power of the respondenin the nestingof eventswhich canbe
spolenof as‘references’. Thereferencenameghe statemenor eventto which the composi-
tion responds.

Contraryto commonpractice,however, ‘reference’neednot mean‘quotation’. Insteadof
lifting directly from thatto whichit respondsa compositon couldquoteitself in the nameof
theother

The antagonisnof compositon toward factssuggestshat quotatian be turnedto reluctantly
A moresophisicatedproceduravould beto inventone’s quotatios. In the procesonemight

identify whatit wasin the structureof the quotedwhich promped oneinitially to quoteit.

Sincequotationlinks the presentwork to the context which originally gave the quoteditem
meaningthe variety of the quotedandits original context drowns out the quality onewanted
to emphasizén quotingit.

Two assumpbnsmaderegardingthepracticeof quoting: (1) thattheitem (andnotits context)
generatedhe meaningapparentlycorveyed by the item; (2) that the quoteditem somehav
actsasarepresentatie of the contet it camefrom.

To askwhen

repetitionis notrepetition

activity becomestasis

astepis seeno have beenaleap

asimple procesgieldsa comple result
asmallchangeayivesriseto alarge change.

“Consistentand nothing but” (Adorno) describedractalsandthe delusionthat they arethe
meetingplaceof scienceandart. Likewise symmetry sinceit canintegratearything into an
aesthetiavhole,meetsno resistancandthereforeaccomplishesothing.

Technigue:Learntechniqueasa solutian to a particularproblem,but alsoasa solution of a
setof problemsto which, throughanactof creation,a problemcanbe added thusrequiring
achangeof thetechniqueandcontributing to its evolution.

Ambiguity: whenan elementis understoodscapableof functioningin morethanonecon-
sisteng. ‘Clarification’ of anambiguty: whenthe functionssuggestedby an ambiguty are
reflectedunambguouslyelsavhere thusconnectinghe several possibleconsisénciesin one
consisteng.
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The differencebetweenelementand function, and interestin preservingthe identity of an
elementunderchangeof function.

Function:whatan elementdoesin the systemwhich givesit afunction. (In atonalpiece,an
F# might beanelement;surroundedy a D andanA the F# might functionasthethird of a
triad; within a harmonicprogressiorthetriad might functionasdominantandthe F# function
asleadingtone.)

Preservingan elementunderchangeof function: the elementF#, having functionedasthe
third of aD majortriad andasaleadingtonein G, becomesurroundedy aD andaB, in the
compaty of which it now functionsasthe 5th of a b minor triad: the pitch is presered; the
functiongiven it by theharmory changes.

A functionmight be treatedas an elementwhich canpresere its identity andacquireother
functions.

Theaversionto ornamenmightbetemporarilysuspende@henthe composehitsonanidea
whichgivesto anostensike ornamenastructurafunctionrequiredoy thewholein formation.

The ability to discernbetweenthe significanceof an event for a composedsystemandthe
significanceof aneventfor perception.

A compositonalideamightcall for 20 gradation®f anattribute whereperceptiorcanbarely
discern20; acompositonalideamightcall for 20 gradationsf anattributewhereperception
candiscern5 or 6.

A transpogion of a pitch might alsotransposéts timbre.

Two notationsof onesequencef durationsmight eachcall forth from a performera distinct
performance.

Sophisticatn in teachingcompo#ion would include sophisication of insight into percep-
tion. Asidefrom thesometmessurprisingability to ‘learn’ new psychoacoustal boundaries,
ambiguties arisein the boundarybetweenfjust noticeabledifference’andsignificantdiffer-
ence.

Oneindex of suchchangess theattribution of unplayabiity to apieceof music. Composiions
oncedeclaredunplayablearenow includedin instrumenal repertoire.

The dialecticsof significance: when an increasein the numberof alternatves increasesand when it
decreaseghesignificanceof achoice.

If a piecefor pianois inadwertenty confinedto the midde registers,thena reminderof the
possiblity of highandlow increaseshesignificanceof thetime duringwhich the piecestays
in the midde. The middle register appearschosen;the piece performsconfinemento the
middle ratherthansimply beingit.

Instancesn which an increaseof the numberof alternatvesflips from raising the level of
significanceoverto loweringthelevel of significancethe expansim of possibiities for rapid
modulaton allowed by the diminishedseventhchord;changen the significanceof dynamic
changesvhen eachnote hasa new dynamicmarking; the entranceof the secondvoice as
opposedo the entranceof thethird voice asopposedo the entranceof the sixth voice.
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The necessityof having something presere its identity so that changemay be known (to have change
theremustbe somethng which undegoeschange)—theecessityof a carrierfor modulatiaon.

‘Having sometling ..."” could meansomethiig immediatelyrecognizedpor something con-
jectured,imputed,inferred,piecedtogethey discovered,revised. .. in eachcasesomeof the
featuresof the‘'somethng’ areto remainconstanin orderfor it to shav change.

Attentionto dramatugy, emphasisupbeatanddownbeat,speectbehaior, gesture ..

Herethelist of answerdreaksoff; the question‘what do | teachsuchthatl teachcompositon” is oneof
theopenquestionsthatis, questionsvhich remainlegitimateevenafterhaving beenanswered.

Mark Enslin 31 TeachingCompositon



Compositionsthat Teach: Open Form

‘Open’ and ‘Didactic’

Thereexist piecesaboutwhich it is saidthatthey were composedor didactic purposes.Thosepieces
remainof interestto the extentthat the piecesexceeddidactic purposespr to the extentthatthe pieces
dignify didacticpurposegagainsthe pejorative sensagivento ‘didactic’), or to the extentthatthe pieces
anddidacticismareat cross-purposes.

InstancesThebooksof preludesandfuguesby Bach,Die Kunstder Fuge ChopinEtudesandPreludes;
DelussyEtudes—but with ‘etudes’,‘studies, the questim ariseswhetherthesearestudiesfor their com-
posers,or studiesfor their students? Etude booksfor instrumentakts could, while ostensiby posing
problemdfor playingtechniquealsoaddresgroblemsof compositon.

BartokandRavel took theassignmento write easy-to-playiecesasanopportuniy to createeffectsthey
would not have beenableto achieve without this constraint Ravel’'s Mother GooseSuitecould almostbe
consideredlidacticin two directions,in thatonecouldlearnfrom inexperiencedgianiss the potentialfor
expressvenesf “non-expressve’ playingtechnique.

Thefirst of Delussys Etudesdistancestself from pedagogywith the rhythmic and harmonicpranksit
playsonthe Czerry five-fingerexercise.In literature,Queneats Exercisesde Style shovs whathappens
whenan anecdotes told ninety-ninetimes, eachtime with a distinct rhetoricalor narratve style. One
wouldnotstudythiswork in orderto mastetheninety-nire styles;ratheronewould studythecompositon
of its way of callinginto questiortheimportanceof plot to narration.

Brecht’s lehrsticke are examplesof compositonswhich show alternatves andcriteria. Brechtattempted
in these“teachingpieces”to shov an unresohed dilemmain a contect of descriptionsof the dilemma
which couldmake it appearasa solvable problem.

Brecht,afterall ... wishednotto dispensavordsof wisdomandpithy slogans,but to activate
thoughtprocessem theaudience.. Brechtsattemptdo kill subjectve nuancesvith theaid
of abluntinstrumentandto do soconceptuallyaswell, aretechnicalmeansof hisart. In his
bestworks,they area principleof stylization farremovedfrom ary pedagogicalabula docet
[the storyteaches].

(Adorno,AestheticTheory, 47)

Thereexist piecesaboutwhichit is saidthattheir form or structureis “open”.

Usagevaries.

Somehave usedthetermin the attemptto distingush composiional experimentsn variability of form.
“Aleatoriocanbeplayedsereraltimesin successiomrovidedthattheinterpretershangehe
characterof particularparts... Thesepossililities for changeare not chance—thg present
only a field of possibilties—andask of the interpretersto make an arrangemenof them.

Aleatoriois anopencompositon...”
(Evangelistj performancenotesfor Aleatorio)
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“For mary listenersoneof the clearexperience®f a scoreof thiskind ... [is that] thereis a
definiteperceptiorthatthis structureis only oneof a constellatio of possibé structures.
(Fuller, 187)

“This searcHor ‘suggestveness’is adeliberatemove to ‘open’ thework to the freeresponse
of theaddressee.
(Eco,TheRoleof theReader53)

“Todays artists would rather do away with unity altogether producingopen, unfinished
works, or so they think. The problemis thatin planningopennesshey necessarilympart
anotherkind of unity unbeknaevn to themseles”

(Adorno,AestheticTheory, 204))

Somehave respondedo the factthatmary of the descriptiols which purportto distingush openworks
applyto otherworksaswell. Two stratgiesareadoptedn theseresponsesOnestratay is to retainthe
distinction open/closd,andintroducea new formulation of the distinction.

“For musiciangheterm ‘open structure’hascuriousandratherlimiting connotatims. It has
beenassociatedlmostexclusively with variousrandomprocedure®f composiion, the use
of which may; in fact, just asreadily yield a closedstructureas an openone. In its most
characteristionanifestaton, the openwork seemsto be onein which perceptionreplaces
object. In otherwords,the focusof the opencompositon seemgo be not somuchuponthe
objectof perceptiorbut ratheruponthe procesof perception .. form becomesa modelof
theselfasit first encountersheworld ...”

(Delio, Circumscribinghe OpenUniverse 2)

“What | call opentexts, are, rather reducing... indetermiragy, whereasclosedtexts, even
thoughaiming at eliciting a sortof ‘obedient’ cooperationarein the lastanalysisrandomly
opento every pragmaticaccident.

(Eco7))

“The sonatamovementof Vienneseclassicisnwasa closedform despiteits dynamicquality,
andno matterhow precarioughe closuremight have been. By contrastthe rondo,with its
deliberatevaguenesandoscillationbetweernrefrainand‘couplets’,is adecidedlyopenform.”

(AdornoAestheticTheory, 314))

Theotherstratgy is to is to admitthatall worksareopen,andretainthedistinctionasoneof degreerather
thankind.

Whatyou [G. M. Koenid saidnow aboutthe score—insomesenseall scoresare open. |
would subscribeo it completely It' s a questionof degreethen. Somethindik e Variationsl|
or Variationsl of Cageis openin away thatDehbussys Jeuxis not. And yet bothof themare
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still openin the sensehatthey’re waiting for somekind of realizationwhich we know will
vary dependingon who doesit, how they interpretit andso forth. Sotheres alwayssome
maigin of opennes# ary text beforeit is renderednto sound.

(ChristianWolff, quotedin Fuller, paneldiscussgin)

“So called opentexts are only the extreme and most provocative exploitation—for poetic
purposes—ba principle which rules both the generationand the interpretationof texts in
general.

(Eco)

“Every work of art, even thoughit is producedby following an explicit or implicit poetics
of necessityis effectively opento a virtually unlimited rangeof possble readings.eachof
which causeghework to acquirenew vitality in termsof oneparticulartaste,or perspecitie,
or personaperformancé.

(Eco)

“A work of artthereforejs acompleteandclosedformin its uniqguenesasabalancedrganic
whole, while at the sametime constituing an openproducton accountof its susceptidity
to countlesdifferentinterpretationsvhich do not impinge on its unadulterablespecificity
Hence,every receptionof a work of art is both an interpretationsand a performanceof it,
becausén everyreceptionthework takeson a freshperspectie for itself”

(Eco)

The controversy over whento call a work ‘open’ and‘indeterminate’hassurvived several

versionf ananswemwhich shouldhave settledit.
(Eco,Brun)

“Every scoreis determinatendspecificin thatit defineshefinite setof questiongo whichit

offersanswers.
(Bruin, My WordsandWherel WantThemn)

openform, openstructure,
openended,
opensociety

openbook,
openclassroom,
opening,

galaopening,

openingto democray,
opendoor, openair, openfield,
openspaces,
open-and-shutase,
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openmind,

openface,
openheart,openpersonpopenwound:
theword ‘open’ hasarich contextual history.

Thereexist piecesaboutwhichit is saidthatthe opennessf their formslinks themto didacticpurposes.

“This musicis dravn from the interactionof the peopleplayingit. It requiresfor its per
formanceindependenself-discipline(unpoliced by a scoredefining fixed relationshipsand
timings)anda capacityandspecialalertnesgor respondingo whatone’s fellow performers
are doing, the soundsthey are makingor changingandtheir silences. The respondingcan
be variousy deliberate(thereis time andyou are free) or mustbe quick and sudden(there
are preciserequirementsvhich appeamunpredictably. .. In the meantimeotherspointedout
the pedagogicatharactepf thisactivity andsomesocialimplications(for instanceakind of
democratidnterdependencé).

(Wolff, liner notesthe OpusOnerecordingof For 1, 2, or 3 Peopleby the PercussiorGroup
of Cincinnati)

“The onemeritof sucha purelyformal score[Cages Variationsl] is thatit releasesheinitia-
tive of the performer—it givesparticipationin the actof compositon andhencea genuinely
educatve experience.

(Cardev 37)

“ ... thescoreandits requirement$or makingthis musicis suchthatanyoneseriouslywish-
ing to, whetheror not musicallytrainedor professionalcanreadanduseit; the musicmight
beanincentve to dothat,thatis, to make of listenersperformers.

(Wolff)

“Brecht’s playsalsoendin a situaton of ambiguiy ... the specificconcretenessf anam-
biguity in social intercourse a conflict of unresolhed problemstaxing the ingenuity of the
playwright,actorsandaudiencealike. Herethework is ‘open’ in thesamesensdhata debate
is ‘open’. A solution is seenasdesirableandis actuallyanticipated put it mustcomefrom
the collective enterpriseof the audience.In this casethe ‘opennessis corvertedinto anin-
strumentf revolutionary pedagogics.

(Eco55)

The‘openform’ scoreoffersalternatves; the performemustappointthe criteria—havever themanneiin
which the open-formwork offers alternatvesmay invite the performerto draw distinctionswhich could
thenbecomecriteria.

An exceptionis Cages Variationsll, which asksthatthe performerput thosequestims which may arise
into aform suchthatthey canbeansweredy the‘score’ (measurementsf the distance®f five pointsto
six lines). This instructionwould indicatethat the scoreprovidesa sortof generalizedsetof criteria(an
oracle)for choosig amongalternatveswhich the performemustgenerate.
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Thedifferencebetweerarow andanoracleis the placemenbf artifice.

Boulezpromotegheideaof thedeliberatelyself-taughtcomposer
Fromwhomdoesthe self-taughttomposetearn?

Fromhimsef. Herself.

Fromwhatdoesthe self-taughttompogr learn?
Fromcomposiions.

Underwhatcircumstancesvould onelearnfrom a compositon?
Whenoneasksit questions.

Is thatall?

Whenthe compositon offersalternatves.

And?

And criteria.

The ability of an audiencememberto elevate the mere existenceof hearingto a level of
listenng, mustcomefrom adesireto doso. If composergreferanaudienceeducatedo listen,
composersnustassistin thateducationaprocesdy composing workswhich helpbridgethe
gapbetweerhearingandlistening.It seemself-evidentthata significantpercentagef music

doesnot promot listeningatall.
(Udow)

Every compositon bridgesa gapbetweensomehearingandits listenng. A compositon canhelpteach-
erswho are capableof listenirg to raisethe desireof studens for the listeningwhich that compositon
promotes A composemwould assisthis procesdy composng workswhich offer a gapto bebridged.

(A distinction betweerhearingandlistening:thelisteners avarenes®f whatthelistenerslanguagealoes
to whatis heard.)

“An authorwho teachesnriters nothing,teachesno one. What mattersthereforeis the ex-
emplarycharacteof production whichis ablefirst to induceotherproducergo produce and
secondo put animproved apparatust their disposal.And this apparatuss betterthe more
consumerdt is ableto turninto producersthatis, readeror spectatorinto collaborators.
(WalterBenjamin,The Author asProducey233)

Onelearnsfrom the ‘closednessbf a good compositon. One obseneshow its ambiguites are pinned
down on bothsideshy consiséncies.Oneobseneshow thatwhich we know from inheritedaesthetic$o
bewrong, bad,risky, tastelessiigly, weak,unheard-ofs nestedn sucha context asmakesit a necessary
consequencef a quasi-axiomtic construction.

The differencebetweenthe composeras teacherand the compositon as teacheris that the composer
begins with the power of a respondentthe compostion begins bereftof this power—which it acquires
only throughan‘as-if’: it is treatedasif it hadthe power of responsdy its respondent.

If a compositon is nev and experimenal, it is possibé that the performerof sucha pieceundertales
actionsthe significanceof which the performerdoesnot yet know.
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Is the composiion thento be thoudt of asincapableof shaving? No, but the composiion, in orderto
realizeits potentialfor shaving, reliesonthe presencef someonepeakingup for it: arespondent.

Thedesireto openpossibiltiesis hauntedy thetendeng to exhaustall possbilities. Theopeningof pos-
sibilitiesrisks usurpingpossbilities; thus‘opennessand‘exhaustve’ mustbe fakedin orderto function
aspointerratherthanasusurper

What von Foerstersaysaboutthe conceptof informationreflectedin the useof ‘audio-visualaids’ in
teachingcouldalsoapplyto the presentatiof a compositon, for pedagogicapurpose®r not.

We only have to perceve lectures,books, slidesand films, etc., not asinformation but as
vehiclesfor potentialinformation. Thenwe shall seethatin giving lectureswriting books,
shaving slidesandfilms, etc.,we have not solved a problem,we just createdone, namely
to find in which contect canthesethingsbe seenso thatthey createin their perceversnew
insights, thoughs, andactions.

(von Foerster“The Percetion of the Futureandthe Futureof Perception”91)

Obedience

The performerswho have decidedto performa piecewhich explicitly asksthemto take initiative and
make decisionglo whatthey aretold. Oneshouldnt be surprisedf the conscientios performershaving
beentold to take initiative andmake decisionsattemptto second-gueghe decisionghe composewould
have made.

Let's go backto Variations! (1958)which | regardasa key work in Cages output. Unlike

Cheaplmitation, the scoreof Variationsl emphasizeshe total interdependencef all the
attributesof sound. Transparensheetf linesanddotsmake up the score. The dots(sound
eventg arereadin relationto a numberof lines representingrariousaspectof sounds...

Theonemeritof suchapurelyformal scoreis thatit releasesheinitiative of the performer—

it gives participation in the act of compositon andhencea genuinelyeducatve experience.
In the balanceon the other side is the total indifference(implicitly representedby sucha
formalistic score)to the seriousnessf the world situationin which it occurs. Canthatone
merittip thescales?

(Cardew37)

The gesturewith which anassignmenis given promptsthe respondenin the way to receve the assign-
ment. (The respondentthough retainsthe power to follow the promptirg or not.) Many works which
have madeexplicit thatthey aregiving anassignrentto the performer do soby attachingheword ‘any’.
Though*any’ seemsat first to be a generousffer; soonthe absencef constraintor preferencecanbe
detectedo representiwithholdng of potentialcriteria, anda withdrawal from dialogueby the dialogue
partner An astronomial numberof alternatves with few limiting criteria bringson paralysisor obedi-
ence.The history of new, experimentalcompositonsthathave beentreatedby performerswith resentful
obediencas well known. Underwhat circumstancesvould | saythatthe pieceelicited resentfulobedi-
ence?
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Thereasorfor thatmultiplicity is thatyouwould notthenbeableto exercisechoice.If you're
makingeighty-eigh loops,very quickly you getuninterestedn whatit is you aredoing.
(JohnCage,quotedin Kostehnetz,118)

Themix of instruction andorientationpeculiarto a score meetingtherequirementgor mix of instructon
andorientationpeculiarto a player determinesin part,thekind of initiative the scoreis ableto elicit.

Somewould saythatthatwasa lot of troubleto go throughjustto getat somecookies.And
it was. Otherswould saythatthatwasjust sometrick to take up spacewith someting other
thancookies.And it probablywas. Yet otherswould saythat| wasthevery suclker for which
thatwasdesigned And | am. Thereis anothewiew. | seethe carewith which the packaging
wasdoneasan invitation to enjoy what| found there,to take this perhapdirst chancethe
wholedayto unravel somethng, to speculaten thekind of personwho mighthave designed
thatpackagingof thosecontentsto do almostarnything but gobbleup the contents
(HarlockVerkade:1969 2)

| canimagire acontext in whichto uttertheword ‘any’ hasaliberatingeffect,andl canimagine acontext
in whichto uttertheword*any’ discouragesjisappoins, provokesresentmentit is hopedthataperformer
of ascorewhichusegheword‘any’ feelscalleduponto compog, in thatit is upto theperformerto create
the context whereintheword ‘any’ hasalliberatingeffect, sincethe composedid not.

If | emphasizéyou may’, | pointto abackdropof expectatios whichassume$§/ou maynot’ (I darenot?).

Eco shaws the corollary, thatworks which aim at “eliciting a sortof ‘obedient’ cooperation”which he
refersto as‘closed’, arethe onesmost‘open’ to interpretation.

Openform scoregarelydistingush betweerinstruction,invitation,andassignment

Open-formorchestraivorksshav the currentcontradictiorbetweerthe concertsituationandtheteaching
situatian in thattheseworks requirethe technicalaccomplishrent of a top-notchprofessionabrchestra
whosememberdave the spirit of adventureof agroupof students

A Composition’s Assignment

Theopennessf awork of art canbetakenby arespondenasthatwork’s assignment.

Thepiecescompogdundertheassignrent: Openform! beganto make explicit thepossillity thatawork
of art (with its degreeandkind of opennessgould be acceptedy its respondentasan assignnent. Its
respondentfistenerandperformer)areaskedto imagiratively reconstructhealternatvesfrom whichthe
composerchoseandthe criteria consuled while choosing.The respondenimight in somecaseossess
morethanoneimaginatve reconstructionandthusbe ableto exercisechoiceof interpretation.

A compositon’s assignmento a listeneris differentfrom the compositon’s assignmento a performer
insofar aslistenerandperformerexistin differing situatonsin whichto try outtheir constructions
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Theideaof versionsrelieson hearingthe variedagainstthe repeat:variedrepeat. Thefirst conditionof
significantalterationis the declarationby the ‘altered’ of its antecedenfthougherror, doubt,changeof
mind, illusion maybeinvolved in thedeclaration).

Thatwhich Evangelsti asksexplicitly of the playersof Aleatorio for string quartet—thathey agreeon
a versionamongthe numerougossibé versions andthatif the pieceis donemorethanonceon a pro-
gram,eachperformanceshouldbe a distinct version—this is anassignmenideally givenby every piece.
Chambemusicposegproblemsof groupdecision-makig. Whatdistingushesa piecein thisrespecis its
degreesandkinds of variability. In the caseof Aleatorio,for instancethe assortmenof alternateplaying
techniquesandossiagrovidetoolswith whichto tackleoneof themainproblemsposedby thepiece:the
problemof giving adistinct“charader” to eachof thethreesections.

“In otherwordsthe authoroffers the interpreter the performer the addressea work to be
completed.

(Eco62)

The respondenwho takesup an assignmentnay be interestedn the assignmentfor reasonotherthan
thoseof therespondenivho gave theassignment

Whendoesthe assignmengivenby awork requirecomposiion to fulfill it?
(Whenis anassignmena composiion assignment?)

Desired Consequences | |

Occasionallyone hearsmusicansreport aboutthe rehearsingof a piecein which they had no initial

interestthatthey werebeginning to “hearthings”, which they hadnt expectedto find in the piece. Such
reportshint atthe significanceof the situatian of rehearsafor the possibiity of lettinga compositon have
a functionakin to teaching. The tradition of openrehearsatetainsa promiseof the bridging of the gap
betweerthe concertsituaton andtheteachingsituaton.

Missing from boththe muscian’s rehearsahndthe listeners rehearsais a forum for speakingaboutthe
perceptionsand connectionsvhich the rehearsakituation madepossilte. Corversation—agyet—rarely
invitespursuirg in detailwhatwerethe“things’ thatthe mustciantook suchpleasuren hearing.

“To composeat leastby propensityis to give to do, not to give to hearbut to give to write.
The modernlocationfor musicis not the concerthall, but the stageon which the mustians
pass,n whatis oftena dazzlingdisplay from onesourceof soundto another It is we who
areplaying, thoughstill it is true by proxy; but onecanimaginethe concert—latelon?—as
exclusively a workshop... whereall the musicalart is absorbedn a praxis... Suchis the
utopiathata certainBeethawen,who is not played,teachesisto formulate—wtfch is why it
is possiblenow to feelin him a musicianwith afuture’”

(Barthes,"Musica Practica”)

The workshop-concenvould have to have thoseaspectof a classthat allow the sustaing of an ervi-
ronmentof discoursefor instancethe possibilty of follow-up. The concert-vorkshopwould differ from
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a lecture-demonstratiom that, instead of reportingaboutthe answeringof a legitimate question,the
workshopwould invite theassemblegbarticipantdo addresdegitimatequestions

SP How doesthis fit—witnessand now dismisal—intoteachingcompositon? I've beenevading ...
You have the compositon of teaching.Whenpeopleask‘How canyou teachyoungstudentsom-
positon? Don’t you brainwashthem?You tell themyour style?’ That's whatmy fathersaid,'How
do, you know, how doesoneguy teachanothemersonhow to be creatve?’ It seemdikeit’s, you
know, afallagy.

LO It seemssimilar to problemswe’ve talked aboutin relationto designingsocietywhich s thatif you
stipulate the structureunderwhich sometiing is going to take place,take shape have existence,
thenyou will prevent exactly that which you want to have happen,which is a living, growing,
andchanging-itselfdesignng-itself society And so the difficulty is to raisethe awarenes®f the
problemsandof how to solve problemsl think on the level of, in thatparticularareaof designng
societyandin teachingcomposiion.

SPMm hm, goodpoint.
LO Thisdoesnt answemwhatyou broughtupwhichis... connects..

SPWell, it doesbring up this notionof self-oganizing self-designingWhatwould you have to teachor
how would we speakof teachingsuchthatit doesnt take outthevery vital thingwhichis theperson
wantsto self-oiganize self-designself-compose.

“The Songof Art” and“The Nestof the Song” (1979),two titlesfor one experimentdesignedandin-
stigaed by Patrick Daugherty(in collaborationwith mary others),madea contrikution to the idea of
composiig a procesof eliciting. The structureof the experimentwas asfollows. “The Songof Art”
(“an interactionbetweenthe work of artistsandthe work of othercommurity groups”)consistedf two
events: (1) a workshopto which sometwenty artistsand representaties from sometwenty communty
adwocag groupswereinvited, and(2) a concertthe next evenirg. The grouprepresentatieswereasked
to preparefor theworkshopby writing a statemenof the “desiredconsequencedsf the group’s actwity.
At theworkshop,the statementsvereread,andthentherepresentatiesof eachgroupwrote a statement
of thedesiredconsequenced a piecewhichthey hadnever seenor heard,andwould have likedto. The
statementsverethentaken by the artistsas pointsof departurefor the composiion of piecesto be pre-
sentedwo montts later. The next eveningaftertheworkshopwasa concertof composiionsof musicand
theaterby Daughertyinterspersedavith readingsof statementsf the desiredconsequencesf eachpiece
written by the participatingartists;the concertwasopento the public.

“The Nestof the Song”wasthe namegivento thefollow-up eventtwo monthslater During thattime the
artistshadcomposedndrehearsegiecedilling threeprograms—performedtthe publiclibrary andtwo
communiy centers—kepingin mindthedescription®of desiredconsequencesritten by thecommunty
grouprepresentates.

The didacticintention of the projectwasto have the term ‘desiredconsequencegnterthe vocalularies
of the participantssothat: onewould have an alternatve to ‘goal’ and‘activity’, and,as| now say the
friction generatedby the networksof connection®f composerandactiists working underoneproposal
would elicit achangeof imagefrom both.
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