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Part lll (Tele/Microscope)
Introduction: The End of Time

Music is the art of measuring well.

--Augustine of Hippo

If blacks get hurt, | get hurt. If whites get hurt, that's my wife,
and if you harm colored people, you're looking for my
children. Your unity embodies who | am.

--Tokyo Sexwale, South African black-empowerment
crusader, married to a white woman (in Gordimer
[1999])

This section'dtitle is premisedon theideathattime is not anendin itself, but rathera means.
Herewe will explorewhatendsthose(biological, historical, musical)meansservein the
contextof the musicwe've explored.

As the Introductionto Partl engaged/oicesdiscussingespeciallymusicological)
historiographyandasPartll's Introductionbroughtin thosediscussingmprovisationasa
musicalissue,andethnographyasa modeof literary representationf musicEso this onewill
considercurrentwaysof analyzingandtheorizingaboutmusicasthey pertainto thoseareasof
time, selectedrom the FMP musicaluniversefor closeexploration.

| mentionedn Partll's Introductionthat! italicized partsof my interviewsto mark points of
interestin definingandexplainingaspect®f the musicwe've heardandreadabouthere.As |
scanthemnow, | seethatthe generathemesheysoundare

e time, primarily, in both rhythmic (asmomentandflow, verticalandhorizontal)and
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durational(moment)/proportionaperiodistic(flow) aspects;
e thebody;
e composition/improvisation;
e childhood;
e race/ethnicity;
e €r0S;
e language;
e geo, sociopoliticalcontext

Time will, in this musicalstudy,assumehe centerof the analyticalChapterEleven.The others
havebeenandwill bediscussedn the moregeneralterms(of how theyrelateto thatcenter)
moreproperto themin Partll's concluding(unnumberedghapterandin ChapterTwelve's
theoreticalconclusions(In keepingwith my agendaof situatingthis musicin academic
discourseandsuggestingasmanyspringboardsndlines of future researcltaspossible |'ve
glancedat muchl found of interestin the analyticalliteraturethat!| didn't pursuein this study,
but mayin future ones.Also, aswith all the academiditeraturesurveyedhere,thatin this
sectionspanghethreedecadéhistory of FMP'sexistenceaspartof oneongoing,still -timely
concernwith certainissues.)

Analysis

Theliteratureon musicalanalysisis asvariousin approachandfocusasthe recordingswve've
surveyedjt is thusexaminedheremorefor aspectsuggestiveof yet moresuchvariety thanfor
definitive constraintof procedure.

My first inclinationandbroadesstrategyof analyticmethodologyis to let eachrecording
suggesits own suchl accordingto my own subjectiveexperiencef the music. Theresulting
representationgraftedwith careandthought,shouldsuggesmmostpointedlythe theoreticaland
philosophicalquestiondbeggingmostattentionunderthe listeningexperience'surface.Beyond
that, a graspof whattools andapproachesavebeendevelopedyy others,for similar issues,
focusesandeasegshe searchrequiredherefor any newones.

Theliteraturel choseto considerfalls into four groups:surveysof analyticmethodologies
currentlyusedby musicologistsandethnomusicologistgspeciallyin jazzandnewmusic
studies;articlesor excerptghatdemonstrat®neor the otherof suchmethodologiesmodelsof
analysisof specificmusicianscloselyrelatedto the Americanfree-jazz movementandthree
very differentbooks/booksetéNoll [1977], Dean[1992], andBraxton[1988, 1985], moreon
which later). The consideratiorof this work, below, will setus up for ChapterEleven,which

file:///Users/mikeheffley/Sites/almatexts/almajobtalk/almapart%203%20ntro.htm Page 2 of 59



almapart3ntro 09/08/2006 06:00 AM

presentanalyseof FMP musicalevents.

Surveys

Brownell's(1994)surveyof "Analytical Modelsof Jazzimprovisation"openswith a citation
from seventeenttenturyEnglish musicologistChristopherSimpson'sTheDivision Viol; or the
Art of Playing Ex TemporeUpona Ground Bass(1665),claimingthat

e If we takeChristophelSimpson'sadviceto aspiringl7th-centuryimprovisers
on theviola dagambaandreplacethe terms" Ground, Subject or Bass' with
"standardtune;" " Viol" with "saxophone;and"Descantor Division" with
"Improvisedsolos,"we will beleft with advice(thoughin somewhatrchaic
languagehatwould be well takenby contemporaryperformersof jazz music

9).

(This evocationof WesternBaroque,of course,syncsup nicely with my own slanton jazz
history aspartof Westernmusichistory.)

Brownell goeson to posethe questionof the usefulnes®r purposeof analysisof a jazz
improvisationto a musicianor scholar.Shouldanalysisrevealimprovisationasproduct,or
proces8 to whatend? He citesthe work of FrankTirro andGuntherSchullerashavingan
obviousanalyticalagendaof "proving" thata jazz solo canevincethe samemusicaltraitsthat
makea Westerncomposition'great" or lessthan"great." He glancesat the teleological
historiographyimposedby theseandotherscholarson jazz history, positing stylistic erasof
increasingmusicalsophisticationandgenealogie®f artists(eg.,Louis Armstrongto Roy
Eldridgeto Dizzy Gillespie)likewise unfolding asevolutionaryascenthe mentionsthis
assumptiorasanothershaperf currentanalyticalliterature(Stewart[1973], Porter[1985], and
Kernfeld[1983]). He mentionsan "ethnomusicologicalapproacho improvisation(citing Nettl
[1974]) asbeinga kind of universalmusicalbehaviormanifestedsariouslyin manydifferent
local practices He citesSudnow(1978)asthe beginningof analysisconcernednorewith how
thanwith whatjazz musicianamprovise.He mentionswork thatdrawson formulaic
improvisationof epic poetry,structurallinguistics,andthe oraktraditionaltransmissiorof jazz
cultureasexamplesf further suchanalysis.

Brownell'sscansitesthesetwo analyticalapproachestowardthe whatandthe how--as
“reductive"and"processual’{borrowing CharlesKeil's term) models,respectivelyHe seeshe
formerasthe approactthatdominatedrom AndrZHodeir'spioneeringwork in the 1950s,and
thelatterasa stepin adeeperandtruerdirection,takenin thelate 1960s.Thatmuchdescription
will suffice,aswe leavehim to takeour own looks at the work he mentionsin paragraphso
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| would only notethatthis turnin analyticalliteraturetowardimprovisation-as-processther
thanproduct(in Keil [1966]) occurredat thetime the free jazz movemenin Americaand
Europewasemergingin force;analyticalmethodologyof musicalor graphicnotationmoved
awayfrom the centuriesold Westernapproachto musictheoryassomethinghatcould be
"completelyrepresentetby a graphicrecord" (Keil, 25), aswe will minehere.The procesd do
wish to graphis thatof the biological clock in musicalaction;the musicaleventsaswholes
haveratherbeenpresentedo the ear,with informal analyticalpoints deliveredorally, onthe
CDs of musicalexamples.

Potter's(1992)surveyof analyseof improvisedjazz showsaninterestamongscholarsn both
the oral tradition of improvisedpoetryandthe Schenkeriamevelationof motivic andformulaic
developmenin Westerncomposition Both of theseareasare,if not restricted,at leastmore
specificallyapplied,to pre-free jazz. Potter'sexamples-of formulaic reworkingsof pitch
sequenceby CharlieParkerandJohnColtrane,andof Bill Evans'improvisationgto
demonstrata long-rangeplanningandsustainedlevelopmenin themgenerallythought
peculiarto composition)--shara groundingin the diatonicsystem'smusicathistorical
discourseBoth sortsof approack-asalsoPotter'sown sampleanalysis-dependuponthe
centralityof pitch relationshipdor their significance.This disclaimerof his is our entry point
into his piece'sframeworkfor our own applicationsgo FMP:

o Many factorsmay contributetowardmakinganimprovisedsolo "good" or
"great." A solo which showslittle motivic or formulaic coherencegr which
will not reduceto a Schenkeriaitmodel, or which leavesimplications
unrealizedmay neverthelesbe a greatsolo for otherreasonsreasonsarderto
theorizeaboutor harderto uncoverby applyingonespecificanalytic
methodology Although thereis a placefor analysisin which onemethodis
appliedexclusively,the analystmustrealizethatit providesonly a singleview.

Any musicanalystneedso asktwo questions\Why analyzethis music?And
for whomis my analysisintende® (149)

To answerthosequestionshere,we might find a reworkingof Potter'sanalyticguidelinesand
frameworkuseful.His guidelinesarethree:

e (1) Theanalyticperspectiveshouldbe eclectic,holistic, usingwhatever
approachebelp explaina solo'seffectiveness.

(2) Theimprovisedsolo shouldbetranscribedn "playable"notation,thatis,
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without elaborateadditionalsymbolswhich canclutter the notationby striving
to includeeveryexpressivenuance.

(3) As muchof theanalysisaspossibleshouldbe displayedin musical
notation.Someverbaldescriptionis inevitable,but it shouldbe keptto a
minimum. (150)

At first glance,thefirst point might be embracedinreservedlythe secondandthird lessso in
analyseof freeimprovisation(for Potter's'solo," | would read"improvisedmusicalevent"
here).Playableandwritable notationmaywork for FMP in somecases-especiallywith the
earlierrecordings-but may be completelyirrelevantwhenthe musicis conceivednoreassheer
soundsculpturethaneitherdiatonicor chromaticpatterning.In thosecasespPotter'sfirst point
canhelp answerthe questionwhat new notation/graphianight functionas"playable"and
"musical” (nonverbal}o a givensoundevenf

Oncesuchatranscriptioncanbe made,it would stand,asin Potter'sexample(153-59),asthe
top line in ananalysisrepresentethy severalines. Potteruseshis secondine to indicate
recurringpitches,resolutions andotherstepwisemotions.Theseare short-termphenomena,;
longerpatternsyecurringenoughto tag asmotivic formulas,comeon the third line. Thefourth
(optional,andnot in his example)is for anydirectreferenceso the original melody,or
guotationsof othersourcegwhat Braxtoncalls "sub-identity formings")2

Continuingwith our alterationof Potter'spre-free paradigm,we might simply generalizéhis
layersof linesinto lessspecificspacedor whatevermpatternsdo emergerom thetop line
transcriptiontimbraktextural,rhythmictemporal,volumevariations.Perhaps combinationof
pitch andspectographianalysiswould be mostappropriateéo someexamplesperhaponly
oneor theotherto others.A greateruseof spectographas transcription-perhapsvena
"playable"one,with training-seemsappropriateéo a musicwith anaesthetidhatis openboth
to Klangspuren(vocabularieof soundsurfacesasopposedo pitches)andgraphicnotational
devices.(Indeed,expandingrom Potter'swarningagainstoverdeterminatiom thetranscription
[in his guideline2], we might considemwhethera visual representatiothat functionedmorelike
a Rohrshachiestthananalphanumericode-a notation,thatis, thattriggersthe same
spontaneousreativity thatwasat the heartof the original event,aswell assuggeststs sound
contours featuresduration,etc--might be the mostappropriatekind.)

Keil's (1966,1987,1995)theoryof "participatorydiscrepancies{PDs) (andPrsgler's[1995]
analyticalapplicationof the theoryto thejazzrhythm section)pertainsmoredirectly to
rhythmic aspectof the music--althoughstrictly speakingjt is conceivedandarticulatedto
applyto all musicalnuancetoo subtleto codify in conventionahotation;it's just thatrhythmic
phenomenareeasierto chart.Keil's (1995)descriptionof the theoryprecludeghe temptation
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to useit asajustificationto getevenmorescientisticallyobsessedboutsuchcodificationnow
thatour technology-suchasabovementionedpectographyis so muchmorepowerfuland
subtletoo.3

e Music, to be personallyinvolving andsocially valuable,mustbe "out of
time" and"out of tune. . . only in relationto musicdepartmenstandardization
andthe civilized worldview, of course Living, co-evolving, genuinecultures-
asopposedo civilizations. . . arebuilt uponparticipatoryconsciousness. .
deepidentification. . . andcontinualreenchantmenf theworld . . . andare
filled with participatorydiscrepanciethatappear‘irregular," "far out," and
"wild andcrazy" only to the powektripping, controlover peoplestill trapped
insidecivilization. In fact, PDs arethe basisof all musicalcreation,analogous
In somewaysto the constanigeneratiorof "speaker'sneanings'(Barfield
1967)by eachandeveryoneof usin co-evolvinglanguagesandcultures.PDs
may alsobe analogougo the unrelentingoperationof the uncertaintyprinciple
in physics,andthe conceptof anopenuniverse(soundsgood,andl hopethat
it's true). Converselyijt is the pre-relativity physics'laws," the dictionary
definitionsof words,andwritten control over musicthatarethe Platonicideas
or illusions or essencesandtheyaredangerouso deadlyonesbecausehey
buttresshe big, civilized, pseudo-scientifi@and pseudo-artistidlusions of our
time thatpit us againstature(the primaryreality of Gaiaandspecieso-
evolution)andourselveqthe possibility of a culturally rediversifiedplanetwith
all culturesadaptingwell to their neighborsandto their ecologicalnichesif the
powerovertribescanbe containedandretrainedE) (4, a nice '60s-ish citation
resonatingvith the wordsandviews of manyof the FMP artists)

Still, the questionof measurement/notatiaaisedby a shift from Platonically/Newtonically
oriented"-ologist" to a more Pythagorean/Einsteinidiparticipantobserver'looms morerather
thanless.Whatcan,first, the perceptionthenthe efficient andevenefficacious("playable”)
representationpf phenomendeyondthe overdeterminingocusof conventionahotationdo for
us? How would suchanalysesof the microgesture®f "swing," or of timbral/textural
expressionpr of microtonalpitch inflections-serveus?

The exampleof suchwork thatKeil cites(Prsgler'samongthem)areofferedprimarily and
simply ascorroboration®f thetheorythat PDs exist. The conversionof soundinto digital
informationthatcanbe graphedhorizontally (throughtime) in millisecondshifts, andvertically
(throughvolumeandtexture)in wavefrequenciessimply givesthe eyeso muchmore of
informationpreviouslyaccessiblenly to the ear(or, better,body; we will getmorefrom Keil
onthis aheady
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The questiongt raiseshow muchof this subtleplay is consciouslyperceivedandmanipulated
by its playersfor their knowing hearersandthus pertinentto somesortof aesthetiassessment
How muchthatis ratherunconscioushouldbe so assessedindhow?Whataretheissuesof
"playability” in a notationthatis suggestivanot by virtue of lessinformationthana
performanceof it containsbut ratherof more? (le., wherewill the appropriationof these
microscope®f soundasgraphicnotationsto be performedtake performersvho accepthemas
"scores"in whichto discrepantlyparticipatelimproviseon]?)

Thewhole art andaesthetiof free improvisationcultivatedby FMP may be describecasan
engagemendf soundandearunmediatey eye (albeitseminallyinfluencedby the visual arts),
evenby theinnereyegazingon aninner"score."Yet a study suchasmineis obviouslyin the
visualmediaof print andgraphics,howevergroundedn soundevents.My verbal/visual
analyticdeviceswill thus,like the studyasawholetext, be conceivedandcraftedasaesthetic
objectsevocativeof their auralreferencesnorethanasscientificfingerspointing "rigorously”
atthe moon.

(BeforeleavingPrsgler,somethinghe mentionedonly in passingmay be worth pursuingin
future studiessharingthis one'sconcernwith spontaneousnprovisation:the difference
betweerthe "swing" of his focusin thelive andin the studio situations).

BastienandHostager(1991)focuson theway a "zero-history" group (of jazz players
assemblindor thefirst time to perform)approachess collectivetask--inthis case,an
unrehearsedoncert-andestablishe#s optimalteamworkthroughindividual signalsinteracting
within pre-establishedheoreticalandprofessionaparametersThefocusis on how such
interactiongdirectthe flow of solosandensembleplaying;they startby settlinginto simple
frameworksandobviousnes®f expressiongraduallyevolvinginto moresubtletyand
sophisticationandtherebyeffectivenesgto their goal of a stimulatingmusicalexperience).

The authorsmaketheir analyticalpoints simply andeffectively enoughwhatis of interesthere
Is their flat assertiorof this musicaleventasatelling microcosmof othersocial
processes/structurespecifically,corporataeamsandmanagerapproaching taskfor thefirst
time, in an"unrehearsedStateandan often chaoticandpressurizeégnvironmentThey offer the
Jazzeventasatemporalcondensatiomf suchlattertasks,a two-hourversionof their two-day
or two-weekprocesseshusvaluablefor its analyticmanageability(via a videotaping).l
includethe premiseof this approachasapplicableto my ethnographi@andanalyticalsnapshots
of FMP players.

Rinzler (1993),Horowitz (1993)andGroceandLynxweiler (1994)bring in the extramusical
elementsof interactionbetweemmusiciansandbetweenthemandtheir audienceRinzler charts
andanalyzegatternsof (five) interactionswhich helists anddefines(call andresponsefills,
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accentinghe endof formal units, commonmotive, andrespondingo the "peaks"of the
soloist).His grid of four cyclesof the 32-bartune"Along CameBetty" performedby ajazz
quartetnotesnot the musicaldetailsarticulatedoy eachplayerbut simply the appearancef
eachplayerin the musicashe executeoneof the five namedinteractions A picturethus
emergef theflow of eachplayerseizingandyielding the music'sforegroundsand
background$rom andto the others.

This flow movesthroughthe structureof the piecelike threadghroughaloom; the valueof this
approacho afreeimprovisationlies in the weightsucha flow would takeon--thatof a
spontaneouslgreated ratherthana soundstitch overlayonto onealreadytherein the abstract.
(Indeed,havingproducedPartl andll CD examplesafterdoing all the readingsof analytical
literaturedescribecdhere,this andsomeof the otherapproachesve're surveyingl did put to use
in my CD narrativesunannouncedyhenthe musiccalledfor them.)

Horowitz, like Rinzler, offersa numberof specifiedelementgnine) ashis explanatiorfor the
valueof live overrecordedmusicalevents.Headinghis list is "the interactionalelement”
Rinzlerlooks at, aswell asthatextendingbetweenplayersandaudienceThe othersare
extramusicaklementge.g.,the mass-emotionalynamicsof a particularinterpretationn a
givensocialcontext,suchasthoseassociatedavith conductingTchaikowskyturgidly ratherthan
tranquilly, or improvising freely with delicacyandstasisratherthanin afrenzyof dynamic
catharsis)socialverification of status(thatof onewhosetaste,for a given music,is "good");
musicianraudiencegpersonahetworks(wherethe two constituenciesanestablishinterpersonal
andprofessionaties); comparingframeworks(confirming thatthe musicianscanperformlive
aswell asor betterthanin the studio); socialstatusof the audiencgnot, asabove,lying in its
musicaltastesbut ratherin whateversocialclassmight be associatedavith the music);cultural
exclusivity (a deepewversionof the preceding) the seriousandthe enjoyable(onecan"shop"
throughmusicthroughlive eventswithout committingoneselfto buying a recordingyet); and
measurindive versusrecordedsound(the two differentacousticexperiences).

Thesecategoriexanservehereassuggestiongor onesmoreor lessapplicableto the audience
musicianrelationshipsn FMP events.Theyrecalldescriptionf audienceplayerdynamics
describedn ChapterSix, particularlythoseaboutthe audienceswillingnessto toleratelong
stretche®f boredomwhile playersexploreandexperimenbeforebreakingthroughto the
musicalexperienceandaboutthe generaldisinterestandaversionto anythingsmackingof
"show business."

From Rinzler'slook at musicianmusicianinteractionthroughHorowitz'sat musicianaudience
interactionwe moveto Groce'sandLynxwiler's at the audiencealone,in whatthe authorscall
"The Silent PerformanceAudiencePerceptiorof Musicians'NonverbalBehavior."This short
but thick pieceon thereceptionof popularmusicoffers someinsightsthatmay provemore
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usefulherethanafirst glancemight suggestin short,it callsattentionto theimportanceo an
audienceof the elementf theaterin music. Audiencesvantto seemusiciansplay theirimages
asmuchastheir music.Musiciansthemselvewaluethis partof thetotal aestheti& In the case
of FMP atrtists,this would includeasmuchfree play in persongsansshowbizaffects)asin
musicmaking.

Jackson'¢1990)review of two bookson Schenkeriarmnalysisarguedor thatmethodology's
applicability to twelve-tonemusic. Understandinghe spirit of Schenker'spproacho be away
of gettingat, throughhis traditionaldiatonicratiocinationsthe lessdirectly rationalizedmelodic
patternsandartfully hiddenlayeredstructuressuggestedthusrevealedtherebyi,it is
worthwhileto considerhow the approachmight alsobe alteredto work with free
improvisationghatdraw asheavily andasfreely asdoesserialismon diatonicchromatic
materials(andthatwith instrumentsonstructedor same).

Worthwhile for two reasonsasan expansiorof ananalytictool thatsharesNesternrootswith
this music,andasa way for this musicto dictatethe shapeanddirectionof thatexpansionlt is
importantto refrainfrom imposingonto an aesthetianalyticalcriteriaforeignto it, but if that
largerculturein which spontaneouslymprovisedandnonidiomaticallycomposednusicis
situatedss to feel its peculiarinfluences,suchintellectualconstructor "proofs" of themcan
only help. And if (especiallythe Europeanmusicianscanbenefitfrom suchscholarshipat all,
it will befrom reflectionstheythemselvedind revelatoryof their own subconsciougerrain's
Westerrstratag

Somevariationof this methodologymight be mostfruitfully appliedto recordingsy von
Schlippenbachespeciallythoseof compositionsdeliberatelybasedon melodicor serial
material;to freeimprovisationdramedby tunes(e.g.,BrStzmannplaying"St. James
Infirmary"); andto the moremelodicandtonal EastGermanplayers.And, perhapsto theleast
likely candidate-somethinghatis moreobviouslyintendedasa percussiveand/or
klangfarblichepiece,by Fuchs,Johanssomyr DSrner-just to seewhatburiedlinear melodic
logic doesunderpinor emergefrom sucha piece,if any, whensaidlogic is so deliberatelyand
thoroughlyavoided.

Rink offersfurther supportof this mutationof Schenkerjn arguingfor the latter'srespeciof
improvisationasthe heartandguiding light of the compositionshe (Schenkerganalyzed Rink
furtheraddressethe possibility that Schenkemwasoverintellectualizingimprovisationunduly,
in thelight of historicalaccountghat

e it permittedanaudaciouslouting of compositional'rules” andeventhrived
on harmonicandformal license.Onehasonly to look at accountsof
improvisationin the early nineteenthcenturyto discoverwhatRobert
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WangermZ&1950,230) callsthe "lack of perfectlogic," the "rapid
abandonmentf certainideasfor the sakeof newandcontrastingones,"andthe
"absenceof internalstructure"thatapparentlyprevailed.(8-9)

Rink thenargueghatwhat Schenkemeantby improvisationwasthat practicedby C.P.E.Bach
overathoroughbass,mplying thatmuchof the abovementionetflouting” in the nineteenth
centurywassimply "bad" (tastelesstrivial) improvisation.

The questionthis bringsup hereis: whatmakedor "good" or "bad" freeimprovisation,as
practicedby FMP artistsandother® We sawin ChapterSix thatfrom theirinitial raucous
deconstructionsf thencurrent"formal conventions'(of jazz) they nonethelestada senseof
aesthetiantegrity thatdisallowedaudiencememberdrom joining in the fray of free blowing.
Whatconstituteghe differencebetweerthe uncheckedscreamof a PeterBrStzmann(like many
highly skilled players,largely sel-taught)on his saxandthatof aneager self-teachingnovice
screamingwith equallyheartfeltinstinct?How would we represenandanalyzethe differenceof
thetwo gesturesn away thatconveysthe musician's(Kenner$ strongsenseof his own
professionabndcreativeidentity andof the amateur'{Liebhaber$ lack thereof’7

Rink doeshis own Schenkeriarmnalyse®f nineteenthcentury'free compositions'(fantasies),
oneeachby BeethovenSchubertandChopin.His point is to show-sometimesn contrasto
otheranalystswvho sawonly irrationally brokenrulesin the samplesthat Schenker'grounding
in Bach'spracticeof improvisationextendedvell beyondits historicalcontextandinto the
compositionapracticescloserto our time.

My interestin this point lies morebroadlyin its suggestiorthatwhatmaylook like FMP's
ideologicalabandonmenof earlierimprovisationalpracticeds in fact moreproperlyunderstood
asatranscendencthiroughmasteryof them,andthattheyarethus presenasbackgroundand
middlegroundn someof the very piecesseeminglymostremovedirom them.(An example:
BrStzmann'sMachineGun so unrelentinglyintensean energypiece,exhibitsa structuralflow
within thatintensitythatkeepsit from burningor fizzling out. At first glancethatflow would
seemto be determinedoy the breathof the hornplayeralone§8 but whatsortof silent
frameworkdoeshis flow of screamsuggestastheir motivationandgrounding?Possible
answer:BrStzmannalludedto his "Western"conditioningascominginto play when,freely
improvisingwith his MoroccanpeerMahmoudGaniaandAfrican AmericanHamid Drake, he
would bethe oneto put borders,endsandbeginningson their relatively continuouslow. One
seessuchpacing,delimiting andvarying at work throughoutthe recordingswve've examinedas
notedin Partll.)
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Mostbroadly,Benjamin's(1981)generalexpositionon Schenker'o&ngoingrelevancdo
Westernmusicscholarshipspeakanorethanall the aboveto his relevancehere.Schenker's
systemwasnot an abstractiordevisedby a professionabhcademiavhoserelationshipto musical
eventsandprocesseoks morelike alaborof specialistic technocraticareerisnthanof love-
-or, if of love, hardly oneundertakerwithout pay, againstthe world, asSchenkedid his own
suchwork, to servehis own passiorfor anddevotionto makingandsubmittingcompletelyto
the music.

Schenker'saipproachs difficult becausét demandsanunderstandin@f the musicthatis born
from the struggleto engagat fully, not from a detachedtontrolor manipultionof it. Benjamin:

e Schenkerepeatedlywentfurther,to point out thatheregardedhe ability to
iImprovisecoherentlyasa prerequisitor using his theories He distinguished,
of course,amongthe averagemusiclistener,whom he believedcapableonly of
passivelyapprehendinghe simplerlinear progressionsthe averagemusician,
from whom he expectednoredevelopedhut still passive apprehensiorand
the creativeuserof his theorywho, ashe said, mustshareto somedegreen
the mastercomposer'sapacityfor "aural flight," or improvisatory,long-range
hearing (160, my emphasisto recall Potter'smentionof long-rangeplanning
in theimprovisationsof ColtraneandBill Evans,above)

Of Schenker'®wn book Free Composition Benjaminsaysit

e is not primarily anintellectualapproachjt doesnot demandanunusual
capacityfor logical thought,a prodigiousgraspof abstractionspr a way with
words,andit certainlydoesnot call for interdisciplinarycompetenceThe
thingsit mostrequiresarea deeplyrooted,almostvisceralsensdor tonal
continuity, long-rangeauralmemory,the gifted musician'salentfor mimicry,
extendedhereto includetheimitation of analyticalandnotationalstyle,and,as
Is truefor all artisticenterprisea highly developecheedto communicaten
concreteways.(161)

Theseandsimilar statementgmanyassertinghe importanceof improvisatoryskill asa
prerequisiteof real masteryof anidiom) establishSchenkemasarole modelmorethana
prescriptivefigure, and Schenkerianisnaspotentiallyuniversal("The ultimateimplicationsof
Schenker'sheoryare, therefore,no moreethnocentridthantheyaredemocratic.The theory
merelytells us thatthe clearespicturesof distinctive musicalbehaviorsareto be obtainedby
studyingthe musicalactivitiesof thosewho producemusicand, perhapsmoreimportantly, by
studyingwhatthey produce"[166]).
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My own identificationwith Schenkelandhis approachmanifestan my overarchingvision of
Westernmusicasa "background'to jazz,jazzasa"middlegroundto freejazzandthe
branchest took in FMP artists,andthe latterasthe "foreground,"all comprisingthe one
musicalcosmosLessmacroscopically| seemy own analyticalapproachas Schenkeriann
spirit: adig, asa musician,for the Urgrund--in this case musicaltime, instanceof pulse,
periodicity, proportionsof duration-anda derivationof otheraspectsherefrom,playedout on
(my equivalentof) middlegroundgoneor morepatternsof pitch, timbre/texture noise)and
foregroundqof metaphorical/mythical/poeticaheaning).l foundthatmy experiencesvith (per
Kramer[1988], andFerrarg[1991]) repeatedistenings,and(per Benjamin[1981]) with "long-
rangeauralmemory'--suchasl describedegardingCecil Taylor'sFMP concertsjn which
spontaneouslimprovisedmomentsvould seemto reappearunplannedthroughouthe sets--
madeSchenker'sapproacho tonalmusicresonatavith my own engagementith FMP'sfree
improvisation.

Pressing(1982) seesconventionafunctional (post-Bach)}commonpracticeharmonyanalytical
andSchenkeriammelodiclinear/layerapproacheboth aspotentiallyusefulin looking at pre-
1950sjazz, but lessso beyondit. He arguegatherfor the relevanceof the settheoryof pitch
classesised(mostly in America)to analyzethe musicof the SecondvienneseSchoolof
composerandits recentlineagein thework of PierreBoulez,Milton BabbittandGeorge
Wouorinen.His analysisof six progressivelynoresophisticategazz excerptqThadJones"Big
Dipper," CharlieParker's/Supersa*Cool Blues,"Dizzy Gillespie's& WarneMarsh's"Salt
Peanuts,'JohnMcLaughlin's"Sanctuary"and"The Danceof Maya," andJohnColtrane's
"Offering") looks dry andforbiddingbut is actuallya clearandpowerfultool, oncelearned.

In brief, pitch classsettheoryaffordsa way to orderpitch relationshipghatembracest once
tonal, modal,andatonalsystemization®y looking at the placementindfrequencyof intervallic
patternstheir degreeof similarity or differencein termsof intervalsandpatternsused,voicing
andvoice leadingwithin andbetweenthesesetsof intervals,anda "soundideal” thatcanbe
characterizedrom thatdata.(Kramer'sassertiorof "cumulativelistening” asananalyticaltool
supplementshis approachwell; if you beginto hearpatternsandorganizationwhereat first you
heardfewer or nonesuch,analysisof pitch classsetscanquickly corroborateyour experience
with contoursa scorewon't transparentlyeveal.)Settheorystrips awaythe diatonicframework
andterminology(thatfreejazz playersleft behindin practicebut, understandablgnoughdid
not replacewith somenewandimprovedliteratesystematigparadigmor notation)without
dismissingtheideaof the significanceof pitch-intervalpatternsjt thus suggestananalytical
middle groundbetweentonality andatonality (thusbetweernfree andpre-free, in jazz), tracing
easilythe developmenbf onefrom the otherin a givenmusicalevent.

The applicationof this approacho freeimprovisationis obviouslyvalid in the caseof anartist
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suchasvon Schlippenbachwhoseinstrument,compositionsandprofessednfluences
contributea weightto issuesof pitch relationshipnot aspresenin mostof our percussionists
andwind players;it is alsovaluableasananalyticalbridgefrom pre-freeto freejazz, which so
manyseeasfixed acrossanunbridgeablalivide. If musicalsequencingechnologycould"hear"
andnotatea recording,we could managea pitch-classsetanalysisof everynoteof along, fast
piece,ananalysisthatwould not be moretroublethanit wasworth. As it is--unlessonecanget
von Schlippenbacho performon a MIDI keyboard-onemight contentoneselfto slow downon
tapesomeshortselectionsotablefor typical or atypicalcharactemndmakesomeanalyseof
pitch classsets,just to seewhattheyreveal.

My own senseof suchanapproachs thatit would revealpatternamorethanmotives--
specifically,the row-like chordshe mentioneddeveloping-pitch patternsascomponent®f
textures,or vertical platformsfor horizontalflows, often subsumedn the percussivenessnd/or
speedof their execution,not musicalstatementso be developedor their pitch relationships.
Whatwould thenbe of interestmight be a comparisorwith somethingdike Kernfeld'sanalysis
(ahead)f Coltrane'sformulas,to seethe way pitch arraysin von Schlippenbaclicomparedo
the similar well-chartedprocessn Coltrane)arelearned,memorized embodiedandrelegatedo
the backgroundf the music,andto examinetheir relationshipto the moreconscious,
foregrounddecisionsabouttime, volumedynamics,andtexturalareas.

Anotherclearanalytictool--reductiveinformation,from informationtheory-captureghe
contourof backgroundamiliarity andforegroundinnovationthathappensn improvisation.
Winter (1979)likensthereductiveinformationalmethodto the gameTwenty Questions:

e For exampleif pitch number6 is playedin randomsequenceonsistingof
only eight pitcheswith equalprobability the questionsareasfollows:

Is the notein thefirst four? No. It is pitch 5, 6, 7, or 8.
Is the notein thethird pair? Yes. It is pitch 5 or 6.
Is the notepitch number5?No. It is pitch 6.

Informationtheoryis built from informationflow, leavingasidethatinformation'spossible
meaning.The equationastinformationfirst into "bits," then"streams;'the processoof the
information(in our case thelistener)is afactorin definingits theoreticaldefinition by the act
of perception.Thus,afirst hearingof somethingcontainsmuchinformation,a secondhearing
muchless,athird perhapsione;thena changefrom thatcontainsmuchagain,sheerlyby virtue
of the changeg(think of aticking clock noticedat first--informing your ears-but not at all later;
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thenthink of the suddennflux of new"information" your earspick up from the suddenrsilence
whentheticking stops).

Theanalyticprincipleto extracthere(thoughrecast,simplified, from Winter's substantiamath)
is thatanalysisof a freeimprovisationcanbe basedon alook atthe oscillationbetween
departuregrom andreturnsto repeateclementgin the absencef a presefgrid--atune,a
system-againstwhich to setimprovisationspnecanyet let the spontaneoustteranceestablish
its own suchplatformonthefly). Theinformationflow thusgraphedwould showthe sameflux
betweerfamiliar andinnovativewithin afreeimprovisationasis clearin a pre-freeone;i.e.,
where0 information= the "head"and1n = improvisationson it, O informationalso= any(and
not necessarilyre) establishegharameterIn = anychangefrom it. (This accountdor, again,
my experiencavith Cecil Taylor'sperformanceon my first night in Berlin, whenhe stopped
oneflow andstarteda newmomentin themusic.)

Winter expandssuchbits into streamsandchartsthe flow of a musicalexcerptwith bargraphs
representindluctuationsof information. The conceptbehindthis approachwill alsoinform our
divisions of analyticalunits, in ChapterEleven.

ExamplesNotations

Of thefollowing nine examplesof analysisof improvisation,includingtwo densebooks,only
one(the singleGermanone, Noll's) departdrom afocuson pitch andrhythmicrelationshipsas
the centralcriteria, andeventhatonerelies(asdo the others),with few exceptionspn
conventionahotationto makeits points (we'll look at Noll's departuresrom suchnotationin
closing). The otherdensebook's(Berliner 1994)thoroughexplorationof mainstreantonal jazz
is well servedthereby;his extension®n saidnotationto capturenuancef timbre, articulation,
harmonicovertonesdynamics,andrhythmandotherelementdesidesitch (melodic
harmonic)patterncomprisea satisfyingintegration.However,it is asclearwhatis therootand
trunk andwhatthe branchesn his analyticpalletteas(to his credit)it is in the musicalterrain

it charts,aterrainwe seehereasbackground.

Dean'stoo, asnotedin Partll, is primarily aboutpatternsof pitch andpulse,andconventionally
notated,eventhoughhis focusis on the postdiatonicissuesof post'60sjazzandnew
improvisedmusic.We do geta glimpseof composersvho themselvesisealternativenotations
(153-59,120, 76), but no suchalternativesareenlistedor devisedfor analyticaltasks9 Dean
doesdevotean Appendixto theissueof analysis;it is precededy the shortpartingchapter,
"Music-soundtext-image,"which suggestgindirectly) thatthe graphic,textual,andsonic
dimensionsof thosepiecesthat containthemwould be most properlyservedby their analytical
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analoguegi.e., graphic/visual'notation," text, spectrographgr evena soundeventthatmakes
ananalyticalpoint aboutanotherone)10

Stewart's(1979)look11 at the rhythmic nuanceof Clifford Brown's"chain-associative"
motivic developmenbf a standarchead,andof the severalchoruseghatmakeup onesolo
suggesht developmenbf melodicout of harmonicemphasighat openedup the movethrough
melodyawayfrom harmonytakenby OrnetteColemanandsubsequerireejazzplayers.
Kernfeld's(1983)closeandlengthystudy of JohnColtranesolosholds "melodic coherence'tip
astheobjectof analysis.He openswith a scanof similarly orientedliterature(8-11) then
summarizest into his own working definitions of

e 1. Paraphrasenprovisation:A pre-existentmelodyrecognizablyshapesitch
selection rhythm, andcontour.

2. Chorusphrasa@mprovisation:Primarily harmonyandharmonicrhythm shape
pitch selection.

3. Motivic improvisation:An intervallic or rhythmicidearecurswith
modificationsasa partial basisof a particularimprovisationor setof
Improvisations Harmonyshapegitch selectionin the modifications.

4. Formulaicimprovisation:A melodicresponsdo a particularharmonyor
structuralcontextrecursamongseveraimprovisations(12)

The methodologicaproblemsin isolatingsuchelementshe attributesto the dissolutionof clear
scalarhierarchy-thus a clearsenseof whatwasa root andwhatits relative,whatwasa motive
or formulaandwhata variation-asthe musicbecamancreasinglychromaticallymalleable
(evenbeforebecomingatonal).He concludeghathis approach-mining transcriptiondor the
four typesof improvisationabove-is usefulwhenappliedcarefully andselectivelyto clearly
diatonicallyorderedjazz (ashe appliesit here,to Coltrane'spre-1960swork).

In his attemptto find anddefinea relationshipbetweerrepetitionandcreativityin four Coltrane
bluesimprovisationgall in F), Kernfeld calls up six continua:

e 1. Subtleresemblanceandredundantluplications.

2. The constructionof continuousnew melodiesandthe assemblagef
unrelateddeas.

3. Melodiesrecurringonly within a singleimprovisationandthosefoundin all
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four recordings.

4. Isolated,possiblycoincidental pairsof melodicfragmentsandlarge,
significantfamilies of intertwinedmelodies.

5. Lengthyfixed melodiesandmelodiccellsthatareseeminglyarranged,
interrupted elided,andrearranged.

6. Repetitionandependenobf rhythmandharmony,andreiterationgied to a
particularrelationshipto the pulseor to anexactmetricalpositionwithin the
12-barchordprogressiorof the blues.(18)

He judgestheresultsasnot only formulaic but unimaginativelyso (in contrasto CharlieParker
andagoodoral poet,suchasdescribedy Lord, following):

e Thesingerof talesis at oncethe traditionandanindividual creator.His
mannerof compositiondiffers from thatusedby a writer in thatthe oral poet
makesno consciouseffort to breakthetraditionalphrasesandincidents;heis
forcedby therapidity of compositionin performancedo usethesetraditional
elementsTo him theyarenot merelynecessaryhowever;theyarealsoright.
He seeksno others,andyet he practiceggreatfreedomin his useof them
becausd¢heyarethemselvedlexible. (45)

In contrast,Kernfeldseedn threesoloson Miles Davis modaltunesa motivic ratherthan
formulaicapproachto inventionthatleadsto betterresults.His concludingpictureof "two
Coltranes®-onestraitjacketedn mechanicatlichZsasa resultof comingto the endof the
diatonicchromaticrope,the otherwelling with newideasin the wakeof the newmodalgame-
Is areminderof Winters'pieceon reductiveinformation:"information" (music)decreasewith
repetition,increasesvith change.

Both WintersandKernfeld suggeshere,then,the benefitsof looking for evidenceof
fulfillment of oneapproackin asolo, or overthe courseof many-andfor its yield in aturnto
another.For example onemight comparesomethingrom the beginningof FMP's
Kaputtspielphaséo somethingrom the end,andto somethingrom the beginningof a
subsequenmewway of playingfor cluesasto whatmusicalelementsarepresenor absenor
altered.Kernfeld'sown seltimposedimitations (to pieceswith clearroottones)neednot apply
so strictly for us to uneartha given player'sself-developedtlichZsandsuccessfuescapes
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therefrominto invention.

Porterbuilds on Kernfeld'sinsightsto arguethat Coltrane'smotivic improvisation'snventions
within formsnot only werein themselvesnventivebut alsoreflectedand/orcontributedto the
improviser'scompositionakenseof his own overarchingforms. Porter'spresentatiorof "A
Love Supreme'stonal plan (605)featurests clearmacrocosmicgeflectionof the same
pentatonicscalethatdominateghe piece,includingits omissionof the onetonethatwould
weakenits formal symmetry;his look at the closeconnectiorbetweerthe text of Coltrane's
poemandhis recitativeson the form remindus againof the suggestiorthat musicalform--
somethingwve'reusedto conceivingandmanipulatingin the abstractasopposedo conteni-is
asmucha partof animproviser'sneurological'hardwiring" asis linguistic grammar
generatiorl2

With thatandanotheroffnrandcommenton Coltrane'stypical compositionsof the time (620),
Porter'sconcludingpictureis of a biologicalimperativethatleadsto successfutomposition--
for improvisation,andthroughimprovisation--justasit doesto successfuimprovisation.For
this study, Portersimply alertsus to the possibility of analyzabldormal structuresn free
improvisationspncetheir formulas,motives,and/orotherbuilding blocksaredeterminedwe
canlook for the building comprisingthem,andfor whatit might sayaboutits builders.

Block's (1993)applicationof pitch-classsetanalysisto two OrnetteColemansolosyieldsa
senseof the artist'sability to departfrom a given harmonicfunctionwithout sacrificingthe
harmonyitself (e.g.,he could play a minor seventhchordasan abstractsound,not something
boundto a conventionaminor-seventltontext). Tonality is thusretained but transformedrom
developmentalo sonorougmuchasin folk traditions,only herethatsonorougonality is
exploitedfor its fullest chromaticpotential,asin pre-freejazzandtonal Westernart music).

Block's particularapplicationmight modelmostusefully an analysisof someof the East
Germanimprovisers,who havedevelopedlongsimilar posttonallines muchmorethanthe
Westernones.(CorrespondinglyWilliams' [1992] answerto the question'What Kind of
ComposemasTheloniousMonk?"--thathe wasn'toneto conceiveof tunesasheadgo be
statedsetaroundchordchangego be run so muchasonewho presented
melodic/motivic/rhythmicstatementsn compositionabndimprovisationalexpressions fertile
symbiosis-will connectto thoseEasternershe oneWesternefvon Schlippenbachinost
influencedby Monk. Perhapghis framing of von Schlippenbachvill leadto insightsinto the
integrationhe achievedor the pianoasanensemblenstrumentn German[unlike most
American]postfree improvisedmusic.)

In generalwhile analyse$uilt on commongroundwith commontools (i.e., from pre-freejazz
studiesandcompositionstudies)aredesirablefor situatingFMP'sdiscoursan its parentand
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neighboringones,we don'twantto fall into thetrap of "justifying" freeimprovisationby trying
to proveit "as goodas" composition(any morethan"jazz" shouldhaveto be "America's
classicalmusic"to berespected).

In all the analyticalliteraturel've found pertinentto this or thataspecof the musicof my
purview, Daniel Werts'"Pitch Organizationn Cecil Taylor'sLegbaCrossing standsasa
supremezxampleof thekind of analysisl find mostsatisfying(and,again,Kiroff's similar one
on Taylor; I'll focuson Werts'becausé-MP publishedit, andbecausde playedwith Cecil).

First, like the musicaleventitself--sinceTaylor'sway of impartinghis chartedpiecesto
improvisersis oral, without notation--itis built from the bottomup by onewho playedin
Taylor'sband.Wertswasin thethick of the thing he so thickly writesabout,could seeandhear
aspectof the musicaleventasit unfoldedin realtime. In addition,he hadrehearsatapesto
work from, so he could supplemenhis experienceaspartof the flow with the subsequent
detachmenanddistanceof onewho listensto atapeof a performanceof which hewasa part-
which s to say,a detachmenanddistancemarkedby just asmuchcompulsiveobsessive
fascinationasmarkedthe participation'sup-closeandvisceralengagement&severymusician
who listensto tapesof musiche hasmadeor helpedmakecanattest.

Moreover,we know whattheserehearsatapeswerelike, thanksto Lindenmaier'dranscription
of Taylor talking the playersthroughthe piecenoteby note,instrumentby instrument,a text
laid out on the pagein evocativeabstracshapesin thetypographicaktyle of the old
metaphysicaEnglish poets.

I've neverplayedin or beento oneof theserehearsal3aylor leads,but I've playedwith many
musiciansvho have,andhaveheardtheir accountsimagineBeethovertalking an orchestra
throughoneof his symphonieswvithout a score,noteby note,instrumentoy instrument,
deliberately so thattheylearnit by heart;now imagineSchsnbergpr Stockhausenpr Braxton
doing the samething. As Johanne8auertold me, thework of a few hourstelescope@to days
andweekswhenyou foregotheliteratefor the aural/oraltransmissiongspeciallyif you aren't
familiar with Taylor'smusicalways.I've alwaysfoundit puzzlingthatthe FMP playerswho
areso famousfor wide open,spontaneoublowing, anddemocratiaelationsamongst
themselve®n the bandstandandso averseto readingdownthe densepartsof a score,would
havesuchpatiencewith onewho insistson talking themthrougha seriesof pitches,of all
things; but, asBauertold me, onceyou gettheinformationorally/aurally,it is deepin your
bodyfor good,andyour performanceof it issuesfrom thereratherthanfrom the more
superficiallevel of literatefacility.

Looking back, this Europearsubmissiornto Taylor'svision andprocessstrikesmeasan
instanceof the ancientoral traditionsthroughoutEurasiaand Africa thatl'd beenseeingup
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closeat Wesleyarfor years:the devotedearningdirectly from the guruin action,hanging
reverentiallyon everyword of instruction,imitating exactlyeverynote. The student'dotal
immersionin the masteron a bodily levelis conceivedo leadto one'sown individuationinto
masteryin the end, not to eternalslavishdevotion.The FMP playershadno problemwith this,
suchasthey expressedhavingwith the written scoreof a Braxton,or evenwith (in the caseof
Kowald's students}he creative"conduction"of a Butch Morris. Apparently,both of those
contextssmackedoo muchof the slaverycloserto their own home,to the supremacyf a score
andthewill of aconductorl3

Taylor himselftold interviewerMeinrad Buholzerin 1984 (citedin Jost1988:99),"To sit
downandwrite a pieceof musicandto askmusiciango performthatmusicunderthe same
directorialtutelagethat Handelgavehis musicians seemdo meto beratherquestionablen
concept."In fact, moreof Jost'scontributionto Taylor'sfirst FMP recordings{(the two-CD set
Alms/TiergartenSpree) liner notes--acontribution,like all his analyticalwriting, also
fruitfully informedby the player'sinsiderexperiencedifferentthoughhe andWertsarein
contentandapproach-deservegiting here,for thelight it shedson this study'slong museon
the body, andon compositionandimprovisation;and, not least,for its openingpagesopening
engagementith Taylor'smusicandthe challengeof analyzingit.

JostcitesGary Giddins assertinghat"Cecil Taylor is fundamentallya composer.'Not so, says
Jost,citing Taylor:

e | amnot interestedn compositionsjn discipline,andall thatacademicstuft,
whereeverythingis determinedThat'sall prisoncellsEit doesnot have
anything,or very little, to do with the contemporanspirit of musiciansvho
wantto createEwe all realizeda long time agothat musicdoesnot existin the
notes,it existsin one'sinternal cavity, one'sbody,or moresentimentally,
perhaps,one'sheart. Certainlyin one'shead.But the notesareonly signs,
communiquZsto the thrustof the music(99, my emphasis).

ThenJostwrites,

« ECecil Tayloris by no stretchof theimagination'essentiallya composer,'
andcertainlynot onewhosework shouldbe measure@longsidethat of
Anthony Braxtonor Barry Guy and/orPierreBoulezor Gysrgy Ligeti. For
inasmuchas Taylor furnisheshis colleaguegor himself, for that matter)not
with compositiongn the traditionalsenseof permanenthyfixed musical
configurations put, on the contrary,providesthem(andhimself) with
"processabletnaterials;andinasmuchashe doesn'tgive instructions but
makessuggestionandoffers-thenCecil Taylor is clearly not acomposerput
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first andforemost,animproviserE

Thefocusof Jost'sarticleis not the FMP recordingst accompaniedyut otherpartsof Taylor's
corpus.To returnto Werts'analyticalhandlingof Legbg look at (on following page)
Lindenmaier'dranscriptionof therehearsabf the piece

The musicalevent,whenlearnedandplayed,is aboutforty-sevenminuteslong; Wertstakes
twenty-five pagesof notationsuchasthis to conveyit. As you see(below), reattime markings
takethe placeof measuresa pulseis indicated,graphicsandwordscombinewith conventional
pitch notationto sketchthe unfolding sound.In all, this musicaltranscriptionhasthe
transparencyandnot-overly-determinectlarity of ananalysisthatapproache®otter'sideal of
replayability.

Werts'essayitself takestwenty-one pagego deconstrucandbring out aspectf this
transcriptionthataresimilarly lucid, andmorerevealing.First, he startsright out with thetime
divisions he perceivedorming andsequencin@roundchangeof tempo,texture,andharmony;
he acknowledgeshe arbitraryandsubjectiveaspectf his divisions, but countsthemsmall; he
markstheir durationsandproportions.

Then,limiting himselfto the composedkeletonof the piece,hewrites out the "pitch-class
collectionsof eachsection,"discoveringeachsectionto be focusedon a

e particularharmonicarea,onecontainingmanyfewer pitch-classeshanall
twelve;in this regard,Legba’s surfacediffers radically from that multitude of
serialandatonalworks wherethe constanturnoverof all twelve pitch-classes
amountgo akind of stylistic imperative(162).

He thenmapsthosepitchesout onto a matrix designedo showtheir contiguitiesand
proximitiesgraphically,so asto geta senseof harmonictexturesas"areas"that shift
throughouthe matrix from sectionto section;andto assignnumericalrelationshipgo the pitch
arrayswithin eacharea,numberarraysthatreadily suggesbr revealTaylor's own patternof
melodicvoiceleadingor harmonicconstruction Wertsderivesa setof rulestherefromthathe
seeggoverningthe piece,proceedingo discussits harmoniemelodiccontourwithin andacross
sections.

All very clearandelegantl would only haveliked to know moreaboutthe relationship
betweenTaylor's handsat the keyboardandthe pitch-classarraysas mappedon the matrix, to
basethe analysisin the physicaldemandf fingering.

Beyondthe goodexampleof Wertsforging in conventionakcholarship'sermsananalytical
approachthatfully engagesvith the music,| find mostinterestinghis mentionof a
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"painstakinglyslow" (two-anda-halfminute)unfolding of a twelve-tonearraythat Schsnberg
would havedonein secondsComparethatwith NY Timesclassicalmusiccritic Bernard
Holland's(1995)comparisorof a WebernString Trio with a Cecil Taylor performancedurng
the sameweek:

e Time wason our hands.l refernot to the 72 hoursthatseparatedhe two
happening$ut to theway musicuses--indeeds--time. Mr. Taylor and
Austria'sarchrepigrammisbroughtto their respectiveconcertddifferent
watchesticking at differentrates.Onemankepttime by surrenderingdo its
flow. Onetook time by the armandaskedit to changets waysE

Mr. Taylor'smusicprogressesvith thekind of patiencehe Westhaslearned
from the East.While Webern'sclock whirls swiftly --a lifetime spannedn
minutes--Mr.Taylor setshis watchto ours. The nextfive minutesof a Taylor
compositionseemasuncertainasthe nextfive minutesof our lives.

Webernmight haveaccusedCecil Taylor of "barbariclavishnesswith time," of
"soft abandonmentto its flow and"boundlesgatience'with its endlessness.
ThewordsareThomasMann's,anadmonishmenspokento the tubercular
protagonisof "The Magic Mountain."Mann'sHerr Settembriniis remarking
on thevastnes®f Asia andits dangerdo the Occidentalmind: "We Europeans
haveaslittle time asour greatandfinely articulatedcontinenthasspace,'he
says."We mustbe aseconomicabf the oneasof the other."

Wertshasgivenus a glimpseof the musicalmechanicsvherebytime--history?-- is slowed,
stoppedyedirectedrepetition,newinformationintroducedn smallstepsspacedvidely--like
biologists'theoryof evolutionas"punctuatecequilibrium"--to maximizethe dramaof contrast
andchangewithin stasis.(| amremindedhereof Sven-+ke Johansson'similar processof
improvisingwords, lingering over a staticbut pregnanimageby repeatingyvaryingslightly,
wordplaying,teasingout a statemenslowly, not speedinghroughmanycurt ones.)

Noll's KlangflSchen

Noll notesin his Introductionthatwith the absencef full scoresandthe adventof recordings,
analyse®f jazz havehistorically beenWesterninterpretation®f transcriptionastin Western
terms(notation).In his Conclusion he seeshatasirrelevantto free improvisation,asto much
of twentiethcenturymusic(e.g., FrenchimpressionistsStravinsky).He developdrom the
exampleof GunterHampel'smusicthreeKlangflSchern(sound-surfaceskontinuousdronelike,
or gliss-like), periodic(serrated)andconventionalidiomaticlike, e.g.,"flamenco,""latin,"
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"bluesy," etc.).Simple KlangflScherareindivisible; combinationsof simple onesmakefor
equallyindivisible complexones.Noll's notationfor KlangflScheris intuitively graphic(suchas
a horizontalstraightline for drone)L4 and/oronomatopoei¢DdDdDdfor aroll ontherim of a
snaredrum).

Noll doesfurtheranalysison Albert Mangelsdorffcharts/performancefirst thoserooted
extensivelyin thetraditionalharmonic/melodic/metrimatrix, thensomedevelopingthrough
partly, thentotally free premisesAs hedid with Hampel,he showshow thesestringsof notes
andmotivesandrhythmscanbe brokendowninto soundsurfaceqp. 88 is anelaborate
exampleof that: manysurfacedike a patchworkquilt, all madeout of notesandpulses).

Noll's theoryof the useof the KlangflSche(singular)in free jazzimprovisationstartsby looking
atits meansrepetition(threekinds: regular,imitation, variation).A thing is drawnandredrawn
in time until it standsclearly outsidethatflow, in consciousnes$Noll invokesandquotes
philosophersncluding Husserl,Deleuze Hume,andBergson,in a discussionof how
successivenomentseffecta continuouspresentjn consciousness.

A KlangflScheis sucha presentjts soundunits its successivenomentgHusserl'sdiagram,
aheadshowsthe way a vertical "present"emergesut of a horizontalflow of "moments").The
KlangflSchecanbe establishedby repetition(evenof onesound-thus Coltrane'ssignaturetone
could be a [simple] KlangflSchethat evokeshis presenceevenasthirty minuteson his "My
FavoriteThings" could be thoughtof asone[complex]suchKlangflSche. Recurrence,
reiteration,retention:memorythings, musicasatime-senseatalyst.

So:in light of our readingof Winter, let us saythatKlangflScheremergefrom 0 information
(e.g.,whenthedrone'ssoniccharacteristicsareabsorbedndforgotten,we enterdroneland,
thatsoundscape)tn informationconsistsof suchanemergenceA KlangflSchecanbe shortor
long, in combination,so:

{moments)

time
(flow)

Fig. lll.1: Husserl's schema of standing and flowing time, applied by Noll to musical time.

The horizontallayersareKlangflSchenthe vertical lines arethe momentsof transformation
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from constructionto completionof oneandemergencef another.Theimportantpoint is the
indivisibility of eachtriangle,thoughonly the smallestis "simple” (complexonesarealso
indivisible; in this sensas thewhole greaterthanthe sum of its parts).

With repetition,Noll includes"density"-Dichte, thickness-asanotherelementof KlangflSchen
"Parametercouplings"(betweerparametersuchasslow, fast, loud, soft, low, high) definethe
densityof a KlangflSche He thenproposesvaysof notatingindividual KlangflSchenHis
constructsaareessentiallygraphicanalogue®f notemotions(e.g.105), of chartingdensity(with
the matricesof couplings),thensimilarly "tying together"(verknYpfenKlangflSchen

Noll (106-07)definestypesof KlangflScherfor the VerknYpfungetable,a matrix of possible
couplingsof thosetypes(e.g.,a droneanda rough-noisesound).After thatverknYpfen
evolutionof KlangflScheris charted(112), showinghow their overlapscanchangetheir nature
(e.g.,from slow to fast, etc.).

Noll thenrelatesKlangflSchetheoryto traditionaljazz theory(mostly thatdevelopedy
Germanscholars) He startswith meterandpulseasthe elementalgparallelto linguistic
phonemesjrom which beat,swing, syncopatioranddrive (morphemesylerive.Much aswe
sawhim tracethe developmenbf notes/phrases/intervallmatterns/structuregfroughto his
concepiof KlangflScherstep-by-step--herke bringsrhythmfully into KlangflSchenequal
with pitch. Atentakt("breathpulse")s a unit of time proposedor free improvisation;drummers,
by virtue of havingno presentime-keepingduties,arethus constrainedy Atentaktin wind
players,thusableto interactmelodically,aswind playerscanplay rhythmically. Noll sumsup
the practicalsymbiosis,interpenetratiorf metricalandnonmetricaKlangflSchenone
emergingnaturallyfrom the other(126).

Noll closesby sayingthatKlangflSchetheoryis not only concernedwith freeimprovisationbut
alsowith graphicandverbalapproache$ notationdesignedo representanalyzeandinstigate
it; his selectionof tenrecordedpieces(includingoneof my ChapterEleven'sclosefocus,von
Schlippenbach'sSun") showsthe rangeof applicationsof his graphicanalysego real
recordinggandwill inform mine) (127-38).His (141)tablecomparingstraightandfreejazz
paradigmss noteworthyfor showingfree jazzasmorea subsumptiorof traditionalelements,
anassimilation/incorporation/transcendentena mereeschewabf them).He endswith
Dalhausreservatioraboutfree improvisation,thatwithout form/functionmusicbecomes
potpourri.KlangflSchetheorytriesto explicatethe form/functionthathasbeenimplicatedby
the playersall along.

Directly pertainingto Noll's philosophical(phenomenologicalynderpinningsareFerrara's
(1991)rich applicationsof the work of Husserl,Heideggerandotherphilosopherslinguists,and
scientistdo musicalanalysis-including two specificandextensiveexamplesof his own
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analyseso informed(Ferrara's'eclecticmethod"of musicalanalysisis describedand
demonstrateth the secondhalf of his book; thefirst half is devotedto its theoreticaland
philosophicalunderpinningswhich we will examineahead)L5 As his word for it suggeststhe
hallmarkof this methodis the useof differentanalyticalapproacheso addresgslifferentaspects
of a singlemusicalevent.In this, unlike the otherswe havelookedat, his is like the approaches
takenby Braxton(1988)andWadada.eo Smith (1995),the two closestin their musical
materialto thatof this study.

Ferraraclaimsfor his book:

e Within the perspectivehatis developedn this book, 1) significancein
musicincludesbut goesbeyondform or syntax,2) whatcaused work to be
madeneednot bearuponits significance,3) psychologicaktonsequences
musicalexperienceslo not necessarilypearuponmusicalsignificance,and4)
musicunderstoodspleasurds a secondaryssue.Whatis of importis that
musiccanbe expressiveof the most profoundhumanconcernsandcan
exemplifythoseconcernsn waysin which ordinarylanguagecannot.Thus,
despitethe fact thatformalistsrejectthe possibility of a methodthatwould
supportsystematia@andrigorousanalysisof musicalreferencethereis an
attemptto formulateandimplementsucha methodin this book. (xv)

Ferrara's'eclecticapproacho musicalanalysis"is designedo groundanyandall analytical
fixednessn the mutablepotential-of meaning,nterpretationyeceptionrepresentation
inherentasthe mysteryin music. Thusits ten stepsarecharacterizedby "openlistenings"that
precedeandfollow (assteps2 and8) severalanalysedor predetermine@dspectgstep3:
"syntax,"” or pitch relationships#: the "soundin-time," basedon the Germanphenomenologica
focuswe will examinelater;5: "musicalandtextualrepresentation,i'e., iconically referential
musicand/ornarrativesor wordplaythataccompanyt; 6: "virtual feeling," or the music's
emotionalaffect;and7: the "onto-historicalworld of the musicmakerfor cultural context[step
1 prologouslysituateghe musicmakein thatcontext]). Steps9 and10 epilogouslysummarize
implicationsthe analysisholdsfor performancd9), andassesshe analysis'methodologybased
onits outcome(10).

With somemaodifications,this approachwell suits our purposesWe arelooking at a variety of
freeimprovisersfor both their distinctionsandsimilarities,andfor whatboth setsof traits
contributeto atheoryof freeimprovisation.The flexibility andfeedbackmechanismsthe
comfortablemotion betweenwhole andparts,betweeronetype of fixednessandanother
without absolutizatiorof either,all serveus well. The secondopenlistening(step8) Ferrara
conceivesasan expressiorof the assemblagef analyticallyfixed aspectssa unified whole.
This stepsuggestdaith in the analyst'sconsciousnesandexpressivenessys or hercreative
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imagination,to imagesuchawhole, havingexhausteanalysis'spotentialfor constructingixed
imagesof all parts.This is remarkablavhenwe considerthatthosepartsincludeinterpretations
of meaning(step5) andfeeling (step6); thoseparts,alongwith the morestrictly rationalized(1,
3,4, 7), arepresumedy step8 to be summablanto a whole greaterthantheir sum.More
clearly, step8 is designedor the aesthetician/philoshophéneorist,after the historian,
sociologist,musictechnicianandmusichermeneuticiatmavehadtheir says.

Thefollowing from Ferrara'sliscussiorof this secondopenlisteningilluminatesit:

e "Music" happensn a musicalwork whenthe analystrespondgo the
multiplicity of levelsof musicalsignificancein thatwork. The experienceand
understandin@f this interactionclarifies the meaningof Heidegger'shotion of
the "strife" andis the ultimate purposeof the bridging of sound,form and
referenceThe proposececlecticmethodhasbeendesignedspecificallyin
responseo this non-staticconceptiornof music. (185-86)

My modificationsof Ferrarafor this work run asfollows:

1) my first openlisteningsbestdeterminewhatmy fixed analysewill be
(optionedfrom thoseconsideredhusfar, andnewones),ratherthansimply
framethem;in someinstancesa syntacticalanalysiswill beirrelevant(though
“"the soundin-time," rootedasit is in theoryandphilosophy,neverwill be);

2) in deferencdo my material'speculiarrelationshipwith time, discussed
aboveandahead] specificallydiscussaneventboth asit flows through
momentandasit standsin a momenf{recall Noll's [Husserlian]conceptof
"horizontal" time flows triggering“vertical" definitionscalled"moments,"the
longerandgreaterof which both containandstandwith the lesserandshorter,
asindivisible KlangflSchelh Eachrecordinghasa singlesoundidentity defined
by its ending(re: Ferrara'discussionof Heidegger'sliscussionraboutdeathas
the definingeventof a life, nextchapter);

3) for "musicalandtextualrepresentation! recallthe promisingwork of
Mellers, Dalhaus,andWhite asexaminedn Partl, taking carenot to cripple
my insightswith the misplacedentativenessf the scientistemboldeneanly
by empirical"proofs," rathertrustingin insight'swings asanartisttrustsin her
work's;

4) onthe otherhand,"virtual feeling" might be evenmoredelicatethan

file:///Users/mikeheffley/Sites/almatexts/almajobtalk/almapart%203%20ntro.htm Page 25 of 59



almapart3ntro 09/08/2006 06:00 AM

"meaning"(oncewe understandhe mutability of the latter, we canfix it
variouslyandresponsibly)l amthinking of the critics who havedismissed
musicas"angry," "hateful," "violent" or "empty" thatwasneitherconceived
nor presente@ssuchby its makers.This is anarea,particularlyin jazzand
free-jazz discoursejn which receptionandrepresentatiomavedominatedand
violatedgeneratiorandpresentationMy experienceasa playerservesne here;

5) Ferrara's'performanceguide,” modifiedto accommodat¢he analysisof a
performancdixed not on paperto bere-performedbut on arecordingintended
only to documentandre-inspirespontaneouslymprovisedeventswill contain
reflectionson suchre-inspirationsandsuchpossibleevents.

Cone(1967)seesassymptomatioof a fundamentalrrelevanceof pitch relationshipsasan
analyticframeworkfor posttonal musicthe fact thatthe latteris assensiblewithin the former
wheninvertedor reverseea fact not true of its timbral/rhythmic(attacks phrasing,dynamics
andothertexturalexpressivalevices)unfolding, nor of virtually all other(especiallytime-
mediated)arts(suchasfilm, literature,dance getc.,discountingthe few specialcasesf pieces
conceivedo do so). This phenomenotransferdirectly to the free improvisationsconceived
andpracticedby FMP artistson chromaticallyconstrainednstrumentgor, in principle,on
instrumentsconstrainedy any discretepitch division, asopposedo those[suchasfretless
bowedstrings,trombonesthe voice, the synthesizerpllowing a continuouspitch rangeand/or
moreof a sheertimbral/texturalemphasigsuchaseffectedthroughextendedechniques
exploringthe "noise" (GerSuschcapacitief instrumentsandotherobjects,andthe synth]).
Onecanimaginean atonalfree improvisationandan atonalcompositionbeingdistinguished
from oneanotheronly in the oral modeof performancewheretime'sforwardflow is an
analyticalconstraintandbeingindistinguishableon paperl6

Whatthis saysis thatthereis somethingperfectlyanalyzablen a pieceof music--ora musical
event-but it isn't thatwhich makesit music;andthatwhich makesit musicis perhapsnore
accuratelycalleddescribableéhananalyzableTo explainthis, Coneoffersthe exampleof a
painterwho first drawsa sketchandthenaddscolor to it. As a drawing,the picture'sformal
aspectestson linesandtheir relationshipswhich canbe analyzedanddiscussedn geometrical
terms.But whatis so analyzedanddiscusseds not the finishedpicture,nor eventhe sum of
the partsthey are. Conecalls the decisionghe paintermakesaboutaddingcolorsto the drawing
"absolute"(thoughnot arbitrary),thus beyondanalysis.Onecanonly like or dislike such
decisionsnot proveor disprovetheir propriety.In the end, Cone'sstatemenseemslirectedat a
scholarlycommunitythat he feelshasgonescientisticallyoverboardn analysisandneedgo get
backin touchwith the mysteryat the heartof music.

Lewin (1967)takesissuewith this statementot in principle but asexpressedhe insistson
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clearer,morecarefullydrawnlines between'theory," “criticism," and"analysis."Roughly,
theoryis the paradigmfrom which analysesredrawn,analysisa methodfor specifyingmusical
statementsandcriticism a discussiorandassessmerdf meaning,onethatcontainsboth theory
andanalysiswithin it, whereveirt itself might be situated(i.e., someotherdiscipline,or in
largergeneralor specificculturalandhistoricalcontexts).l understandhis so:

The double-pointedarrow denoteghe way we candevisetheories/analyse® inform a specific
critical inquiry, andalsothereverse-devisingtheories/analyset® seewhatcritical pointsthey
make.

Lewin'sresponsé¢o ConeandCone'sfinal responsdo him readmorelike refinementson
Cone'sinitial pointsthanattackdefenseof them,andthe thrustof thosepointswe canseeasa
collapseof hierarchyinto network.Pitches their patternsthe statementsf their piecesall hang
togetherlike a (two-dimensionalsurface(per Noll) indeed,ratherthana (threedimensional)
structurewith layers,depth,necessarilyhierarchicalrelationshipsof parts.It is like amove
from arepresentationdb anabstractrt thatdropsthe geometricakimulationof depth
perception.

Backto SchenkerAs Rink foregroundedschenker'smprovisationalsense CohnandDempster
(1992)point out the waysin which Schenker'system,so conceptuallyhierarchical,n practice
functionedmorelike a network.(This suggestiorgoeswell with Noll's conceptof a
nonhierarchicahetworkof soundsurface sinceit raisesandaddressethe troubling questions
beggedby abovementionedollapse.)Theseintroductorysentencesighlight their essay's
relevancehere:

o After reviewingthetheoreticabasisfor the claim of hierarchy,we probethe
Schenkerianreatmenof motivic relationshipsjn orderto showthatin
analyticpracticethis basisis substantiallyjunderminedThe essayconcludedy
examiningthe potentialfor alternativeconceptionf musicalunity that
preservehe advantagesf hierarchiesvhile simultaneouslyproviding a
theoreticalbasisfor therealitiesof Schenkeriampractice.We considerthe case
for complexnetworks(following thework of Meyer, Narmour,etal.), suggest
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somerefinementgo it, andconsiderhow sucha view encourageselocating
musicalunity on the compositional'surface"itself, ratherthanin some
"underlying simplicity." (157)

Thatrelocationof musicalunity from hierarchyto network,andfrom depthto surface,goesto
the singleheartof manyof theissuescrucial here.It addresseboth the eclecticismandthe
commonalityof the musiciansandthe musicof our focus, not only with whichanalytical
engineswvork andwhich don't, but alsowith whytheydo or don't. Onecanimaginean
analyticalenterprisg¢hatwould situateFMP andfreejazz asa branchof jazz,evenasonecould
situatejazz asa branchof Westernmusic(asthe Germanmusicscholaranentionedn earlier
papershavedoneso well). Onecould, for example point out the subliminalconnectiongo
tonality, or to swing, or to motivity or formulaity in a"free" sessionOnecouldalsofind the
simplest,broadestmostanchoringmusicalelementin a given musicalevent-e.g.,a pulseor
recurringtime frame, a pitch or patternthereof,a timbraktexturaleffect, a volumeor tempo--
andpositit asarootfrom which the othermusicalelementsssue.

Suchanalysesvould not only bevalid but alsogenuinelyinsightful andrevealingof the
music'sactualrootsandmaterial.But whenonespeakf roots, trunks,andbranchesasCohn
andDempsterpoint out (157-60),o0nespeakf hierarchy.Whatif the musicis that, yet also
more? Whatif the"wind" in its "leaves"and"flowers" is blowing "seeds"and"pollen" around
the entire"forest" in waysunseerwhentunnelvision is focusedon the integrity of the
individual tre€? The authorsponderthis so:

e Evenif we areclearaboutwhatsenseof hierarchywe applyto music,we
muststill contendwith the problemof scope Whenwe saythatmusicis
hierarchical whatexactlydo we meanto denoteby musi& First, is hierarchy
supposedo be a propertyof any andall musicalevents,or arethere
limitations, of culture,of style, of the skill of thecomposergtc.? Secondjs
hierarchya propertyof musicaleventsin themselvesor is it somefact about
our cognitionof music,or is it merelyananalyticalbiasthatananalystmay or
may not chooseto adopt?Third, andperhapsnostimportantfor subsequent
considerationsif a pieceof musicis hierarchical,arewe to assumehatthe
pieceitself, assomekind of independensubstancehasanindependently
hierarchicalform, or arewe to assumehatits hierarchicalform is only oneof
manysimultaneoushpossessedquallyimportantstructuralattributes,each
revealedperhapsby differentanalyticalbiase® (161)

Their specificationsdrawnfrom systemsscience of differenttypesof hierarchy,would betoo
muchdetail here,aswould mostof their argumentfor Schenker'snconsistenciesvith his own
hierarchicalapproachThe following points out the relativismdisguisedasabsolutismthat
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resultsfrom suchinconsistencies:

o Schenkewusedhis knowledgeof the foregroundcontentto guidehis decision
aboutthe composition'shbackgroundstructure invoking motivic considerations
to tip theanalytic balancetowardoneof two otherwiseequallywell-formed
reductiongBurkhart1978:170). In his analysisof a Haydnsonatathe desire
simultaneouslyo bring out motivesin the bassandthe uppervoiceled
Schenketo anotherwisepeculiardecisionto ignore theresolutionof a
dominant-functionings/4 chord. Similarly, Beach1983,after modelingthe
developmentf a Mozartquartetby invoking harmonicandvoice-leading
considerationglone,suggestan alternativereadinggeneratedy motivic
concerns(168, my emphases)

(This underlyingsubijectivityrecalls-seed8--theblatantneutralityof meaningpointedout by
Cone'sbackwardforward exercisewith atwelve-tonepiece,above.)

In placeof the branchinghierarchy,the authors™productnetwork" depictsthe analysisof one
musicalobject/eventhroughseveraldifferentnetworks(eg., horizontal,vertical, pointillistic) of
its internaldynamics.They articulatethe prosandconsof this alternativeto rigid hierarchy:

o Networkshavethe advantagef liberatinganalysisfrom the vastnumberof
constraintamposedby hierarchiesandthus encouragingertainsalientand
powerfulanalyticclaimsthataresuppressedr disabledby a purely hierarchical
stanceln their toleranceof multiple crossrelationsandoverdeterminatiorof
individual eventstheyareableto capturetherichnesshatwe oftensensean
thoseevents At the sametime, in the absencef any furtherlimitations,
networksaretoo generalo be of muchuseasparadigmsf musicalstructure.
Without imposinglimits on thetype or numberof interrelationshipswithout
providingan apparatugor exploringthe possibleimpactstheserelationships
haveon oneanother without distinguishingbetweerstrongandweak,
structuralandincidental,networksthreaterto be morecomplexthanthe
surfaceghey purportto explicate.In themselvesnetworksfail to satisfyour
critical urgeboth to acknowledgeandto mastemphenomenatomplexityby
discoveringsomeunderlyingstructuralsimplicity that specifiesthe contribution
of everyindividual element. Abandoningthe hierarchicalhomefor
unconstraineaetworksthreatengheoristswith a nomadiclife of promiscuous
pluralism,indeterminacypr chaos.(172)

Thesewordsspeakindirectly to perhapghe biggestquestionbeggedoy both thewhole concept
of free musicationandby the various(FMP, here)practitionersworking of thatconceptover
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time: yes, like fingerprintsandsnowflakes everyimproviserandeveryimprovisationis unique,
unrepeatableandpotentiallyboth completeandseli-sufficientandopento interconnections
with othersuch;and,aswe'veseenwe'vecometo the point of sucha statemenaboutmusic
throughthe systematiadeconstructiorof a musical/philosophical/socidierarchysometwo
millenniain the making.BUT SO WHAT ? Is suchorganicintegrity andfreedomenoughfor the
humanspirit andcommunity?If not, whatmoreis requirec® If so, whatarethe criterianot only
of excellenceandskill, vocal or instrumentafacility, but alsoof meaningandimpact, of
fulfillment of the potentialof spontaneoumusicatior?

The authors'suggestion®f the "productnetwork's"answergo suchquestionspoint to a view
of the"plural unities" suchnetworksform asa whole greaterthanthe sumof its parts.(Sucha
whole, of course,is their inclusionof music'smysterywithin any otherwisestrictly rationaland
exactanalyticaland/orgenerativeparadigm/system.yhus:

e Although unity andcoherencearesurelyimportantcanonsof musicaland
music-analytiovalue,actingalonethey areinsufficientto distinguish
masterworkgrom well-formedexercisesn speciesounterpointThe search
for plural unities,overandabovethe unity certified by prolongational
hierarchiesattestghat musictheoristsare equallycommittedto a second,
independentanon,which may bestbe characterize@dsrichness If this
commitments oftentacit, perhapst is for fearthatrichnesscanbe captured
only atthe expenseof unity: the openmindedadoptionof manydisjunct
analyticperspectivess tantamounto havingno unified vision atall. We have
suggestedeasorto believethat, althoughbasicallyindependenof eachother,
the canonsof hierarchicallygeneratedinity andrichnessarenot in
competition,but coordinateto producemusicalandmusic-analyticvalues.Just
asplural unitiesinteractto generatesventsthat constitutea musical
composition,andconditiontheir interpretation so alsoplural canondnteractto
generateandconditionthe interpretatiornof, the productsandactivitieswhich
constitutethe music-analytiaiscipline.

We areedginginto a call to theoryhere.We'll glimpsethe bulk of whatPressing(1988)offers
as"the first proper(thoughby no meansecessarilycorrect)theoryof improvisationalbehavior
in music" shortly. Hereit is usefulto setforth the analyticaldevicesthroughwhich he builds
andpresentghattheory. Theyarethree,asfollows: (1) Objectarray,which breaksa
conventionallynotatedmusicalevent-a chord,a sound,a fingering-into alphanumeridabels
for its componentgeg.,note,glissandoyest,scale);(2) Featurearray,which attributesfeatures
to thoseobjects(ie., by pitching the notes,giving themdynamics,durations);and(3) Process
array,which describegshe methodsusedto changethe parametersf the above(eg.,"follow
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contourof octave,"or "usetrichord," or "follow intervalsequence,y, z, to paraphrase).

This is essentiallya layeringof aspectsimilar to the Schenkeriarapproachandits variants
examinedabove;its microscopicfocusanddetail suits Pressing'speculativepurposeghe’s
trying to getat theinternalprocessesf theimproviser);in fact, his elements, or cognitive
strength,seemsentirely speculativan the contextof representingn outerratherthaninner
event,sowe'll leaveit andotherdetailsasidehere,to pick themup later. Whatis usefulhereis
Pressing'sittributionof "feature"and"process"areasasmostsignificant-moreso thanthe
"object" areaof pitch relations-to improvisationalactivity, which he dividesinto two types:
"associativegeneration'(improvisationbasedon similarity, clearlyanchoredo a given
"object,"” while changingits "features"and"processes“i.e., volume,timbre, tempo,voicing,
etc.)and"interrupt generation'(radicalbreakswith a chainof associativegeneratiorinto a new
suchchain).

Moving up ananalyticallevel, he graphsan ongoingimprovisationasa clusterof suchevents
(objectsvariedthroughmanipulationof their processeandfeaturesthenleft for newobjects),
on anx-y-z axis configuredto representhethreearrays(object,processfeature),so thatwe
seeobjectsthatgenerateassociativelydistinct from thosethat"interrupt” to generateandagain,
on anx-y axisdenotingincreasingassociatior{y) againstiime passingx), so thatwe seethe
relationshipbetweerassociativeandinterruptgenerationgsissuingfrom atolerance
intoleranceof repetitionthatresultsin severalkweakingsof unchangingeatureqassociative
generationsjollowed by a suddenump throughsomeprocesgo anotherfeaturearray,for the
interruptgeneration.

TheinterestingdifferencebetweenPressing'swo graphsof the sameeventliesin (1) theway
thefirst capturesoth similarity anddistinctionbetweenmprovisationson the sameobject,and
pictures'development'asa scatterthroughoutthreedimensionakpace ratherthana
progressiordowntwo-dimensionalines; and(2) the way the secondpicturesboth association
andinterruptiongenerationgsfunctionsof the improviser'sexperienceof time (theY axis
graphsthe durationof tolerancefor a single"moment,”or associativechain;the X axisgraphs
the string of suchmomentsaswell astheir internaldivisionsinto differentassociative
generations)They both combinewell with, enhancegraphically,conceptsandapproaches
examinedalready(Noll's, Winter's)andmay proveusefulhere.

k*kkkk

All theaboveresonatesvith points| would herecritically (asLewin, andKerman,usethe
term, in advocacyof its referent)relateto largerdevelopmentgand,| suggestglobalones,
relativeto this local crisis of the pitch matrix in musicalanalysisandtheory),all from recent
scientificdiscourse.
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Oneis spelledout by Penros€1994)at greatlength,andis essentiallya demonstratiorthat
consciousnesis not computablgin termsof mathematicatlescriptionsof brain processes,
including their chemical,electrical,andquantumevents).Thoseevents(by analogy,sounds)
canall bedescribedwvith theintricacy of the mathematicshatdescribethem,but they explain
nothing aboutthe consciousnesgy analogy,music)they clearly constitute.

Anotheroneis ThomasKuhn's(1962)now famousconceptof the paradigmshift. The overload
of convoluteddatathatmeansothingin theendis familiar to studentsof the collapseof the

Ptolemaic(geocentricinto the Copernicanheliocentric)cosmology.The datathemselveslidn't
decreasén importance put their relationshipto the phenomenonheyweredescribingchanged.

Again, the shift from Newtonianto Einsteinianparadigmsshowedthat matteris only crudely
analyzablan termsof matter(by analogy,pitches)dichotomizedrom energy(by analogy,
musicasawhole), thatthe unity of matterenergyis the deepereality; andthat, paradoxically,
onecan"see"matterasboth particleandwave, but not both at once,andthatonecanmeasure
positiononly atthe expensef velocity, andvice versa.

All this is offeredsimply asthe backgroundappropriatedo anddriving this section'schapters
(and,again,asfruitful nudgesof futureresearch)My analyticmethodologywill selectfrom all
the abovestrategieandobservationgsthey pertainto the material;havingsettledon my
approach] will endwith alook at anotherbody of work thatitself embodiesthusinforms
mine, thus savingme the work of forming minein toto, ex nihilo. My Master'swork acquainted
me with this body of work, so| canexploit my own alreadyextensiveresearchnto it: Anthony
Braxton'swritings.

Additionally, | seemy analyticaltaskhereassimilar to the one Braxtonsetfor himself
(explicationof his own creativeprocesses the attemptto synthesizeandpersonalizeghe
world's music--allin memoryandperceptiorandimagination-from his own standpoint)] see
my personalinclinationsandtraits-the compulsionto gathermuchdisparatedataandmakenew
connectiondetweerthem,to simplify the complexandunify the diverse-assimilar too. And
both of thosesimilarities| seein syncwith my subject.FMP too startedfrom alocal jazz
traditionvernacularmandexpandedt (andon andfrom it) to engagdaherealmof theworld's
music--witnessts artists'manycollaborationsvith Asian, African, SouthAmerican,andnon-
WesternEuropearand Russianmusicians andwith ancientmusicaldata-aswell asto forge
personaktylesandvoices.Indeed,in this they canevenbe seenasthe directextensiorof their
fellow Berliners,thefirst comparativenusicologistspnly afew generationsheir senior,who
setout to ply their Westerntools andviewpointsto the restof the world's musicalcultures.
Seenso, theyrepresenainevolutionfrom literateto oral, from "self* to "other,” andfrom
observetto participant.
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Braxton'swork informs mine (especiallyin this Partlll) on severalevels.Most broadly,ashe
did not shy awayfrom extramusicatontextsin his Tri-AxiumWritings--all aboutthe larger
historical,social,cultural, andphilosophicalcontextsof his musicandits traditions-1 will not
do so here.l will look for their areasof both distinctionandoverlapfrom strictly musical
processegthoseto which Dean,in fine andhistorically disastrousVesternfashion,limited
himself) 17 In the areasof distinction--embodiedby Braxtonin the sheerfact of writing
separatavorksfor extramusicabndmusical(in CompositionNoteg matters-l1 will makeit

clearthatl

Architectural

Ritual and
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Recognition Recognition
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speaknot with the authorityof a professionalan expert,or anirrefutableempiricistso muchas
amanwho hasresearchedengagedisa musician(like DeanandBraxtonboth) andthought
aboutthesethings,caresaboutthem, hasanopinion, hasanimagination,andhasa tonguehe
hopesis both silver (lyrical, articulate,expressiveandgolden(wise andtrue). In the areasof
overlap-taking Braxton'scuefrom the two left-handcolumnsof his musicalparadigm,above-I
will includesomehowthe extramusicaln with the musicalaspectsn whatevershorthand,
iconic devicesl constructto signalmusicaleventsandmeanings.
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In the morestrictly musicalcomponent®f soundstatesandtheir relationships) will mix and
matchBraxton'scategoriesvith onesmorespecificto my material,andmergethemwith those
of Noll, to try andcaptureboth the elementsandtheir combinationghatarereplacingpitch
matricesas matricesof meaningin this music.

Finally, combiningBraxton'sfar right columnwith conceptsuchasHusserl's(Fig. 111.1
above),Noll's, andFerrara'saswell asMcKenna's(1989)-whereinare picturedtranscendent
andunifying emergenceffom aggregatesf discreteeventsin time (Braxton's"identity
states")-l will seeksimilarly seamlessndorganicallyassertedmeanings'in my analyses
(perhapoonly by imbuing thosewith a meaningsubtly, asanartistherselfimbuesherwork so,
ascraftily asshecan).

Therealmof suchmeaningss that,in our discipline'sGermanrootedhistory, of "speculative
musicology:"18 speculativdbecauseét speculate®n a metamusicabrderof reality (akin to the
neoPlatonicorderPenros€411-421)seedmplicit in the patterningsof both thoughtandmatter
thatmusicis supposedo mirror [or, further,to "speculate'itself, in the older senseof the
word, moreakin to the meaningof glassspectaclesandmirrors]). Thefollowing, from Paynter
(1992),capturedhethrustof suchmusicology:

e In thedoctrineof correspondencesumbersarelike thewarpof aloom, to
which the variousmanifestationgoherelike the multicolouredthreadsof the
weft. It is a concepiwhich agreesup to a point, with thatof the modern
scientistwho believesthat All is Numbek-yetall is not perceivedasnumber,
andthatis why thereis music.Music enableaus to perceivedirectly the
numberghatareat the heartof manifestationTaketwo of the mostcommon
numbersn the doctrineof correspondencesgvenandtwelve, the numbersof
thevisible planetsandof the zodiacsigns.A mathematiciartando all manner
of tricks with them,but will neverknow themasintimately asthe musician
who works everyday with the diatonicandchromaticsystems! do not speak
figuratively in sayingthatthe musician'sknowledgeis a directperceptiornof
reality, only it concernghe quality of number,not its quantity.(269; this
statementecallsHeffley/Mann'suseof numberdo framethe spacetimdegsof
his trek acrossEurasia)

In conclusion,| paraphrasa pieceof adviceSalvadorDali gaveto youngaspiringpainters:"Do
not worry abouttrying to be modern;it is the onething you can'thelpbut be." From this
farewellto the centralizationof pitch-basedystemsof analysis,andto the challengeof
replacingthemwith somethingwith asmuchpotentialfor eleganceandprecisionyet for the
simplicity of musicaltruth aswell, | say(to theanalystin me):"Do not worry abouttrying to
find discreteunits appropriateo the measurementou mustmake;such'sciencewill fall in
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your lap if only you intuit andconcentraten the poetryandspirit of the music'smythos."

*kkkk

Aesthetical, Philosophical, Theoretical Considerations

Having situatedour subjecthistorically, ethnographicallyandasa potentialobjectof analysis,
we now turn to adiscussiornof current(or in somecasesgurrentto the entirethirty-year
momentof FMP'sexistence}heoreticalandphilosophicalaesthetiaiscussionsn print
pertainingto it.

This area'seadings]ike thoseon analysis,alsofall into four categoriescurrentor seminal
discussion®n suchissuesrelatedto the study of musicasa whole, thosefocusedon
improvisation,thosefocusedon jazz/freejazz, andthoseinterdisciplinaryandwide-ranging
music-informingtreatisedrom which we will constructthe theoreticalumbrellasuggestedy
therelationshipof thefirst threegroupsto our subject.

Sonicconcretes

Hutchinson(1966)reachedor a balancebetweernthe concrete®f musicalexpressiorandtheory
asto its aestheticameaning.He notesa pervasivambalancen the polarizationof, ontheone
hand,the "elucidationof commonpracticein selectechistoricalperiods”offeredup asmusical
“theory" and,on the other,something'abstractedo a history of certainideas,removedfrom
the. . . practicalmakingof music" (393). He takescareto distinguishbetweerobject-the
musicalstatementandintent-thatwhich motivatedit (in our case this is to takecarenot to
theorizean FMP recordingor performancepnceanalyzedas"an expressiorof theideaof free
improvisation,"to look ratherfor anidentity morespecificto that musicalobjectissuingfrom
theintentbehindit). More precisely,Hutchinsonsituategsheorysomewherdetweendeaand
expressionthe formertoo broadin its abstractionthe lattertoo narrowin its focuson physical
details.He asksratherfor a theorythatis specificto the characteof a givenpiece(notto its
broadhistoricalor paradigmatiaunderpinningsandnot to its musicalmechanics).

JohnDewey'saesthetidheoryis invokedasa modelmusictheoristscould learnfrom.
HutchinsonexplainsDewey'swritings on art asa successfuengagemenwith the "general
particulardichotomy."He remindsus of the dichotomy'smanifestatiorin a pieceof music--its
particularsof sound,andits completesoundingwithin a spanof time--andnotesthe relativity of
suchan"object" to thoseculturesandindividualscreatingandreceivingit. He formulates
Dewey'spositionon the natureof form in anaesthetimbject-thatwhich arisesfrom the
dynamicjuxtapositionof its variousaspectasanintegrationof theminto a consummatory
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relationship-into a working hypothesishethenappliesto a discussionof a Brahmspassacaglia.
He explainsDewey'sterms"fusion” and"funding" asthe processesf, respectively connecting
andexchangingnformationthatoccursbetweerthoseaspectso "holize" (my term)theminto
anaesthetiobject. This integrativeprocessof formalismalwaystakesplacein time andends

by defininga spanof it, and,in the art of music,thatspanis itself partof the medium(as
opposedo paintingor writing, which remainfixed in their mediauponcompletion-though,of
course,aswith music,generatiorandreceptionof themunfold in time). Formis thus by
definition teleological,with itself asthe goal, not somethingmposedon anexpressiorio be
fulfilled by thelatter'sconformityto it.

This discussions indeedusefulfor its disassociatiomf formalismwith suchimposition,and
its reminderthateverythinghasat leastthe "goal” of existingasthatwhich it is. The concepts
“form" and"development'arethusredeemedrom Westernethnocentricityfor whatever
broadermpurposeshey might serve.The discussioralsoreinforcesthe centralityof the musical
aspecbf time to the philosophicaldiscoursgand, here,thatof artto FMP'sdiscourse/rootan
Fluxus andcertainfavoredpainters).Finally, it suggestghatmusicalobjectsandissuesof the
past--morespecifically,harmonicandmelodicones--havdound a full expressiorto which
analystsandtheoristshaveyetto finish reflectingso asto go onto newspeculations.
Hutchinsonsuggestsimbre asa likely arenafor suchspeculation.

Noll's KlangflSchetheory,andanalyticaltools suchasBraxtonand (Wadada_eo) Smith have
devised satisfy,in therealmof freeimprovisationandcomposingor same ,muchof what
Hutchinsoncalls for. Theyboth specifypoints,lines, andtotalitiesof definition thatcombine
andconvergeio makeup a whole beyondthe sumof its parts.However,Hutchinsonconcerns
himselfwith the aestheticsnorethanthe metamusicalor philosophicaltheorizingof music.He
may thus serveasa transitionfrom the openingdiscussiornof analyticalissues(muchasFerrara
does,linking analyticalmethodologiesndphilosophicalconcepts).

Sociohistoricalcontext

Burkholder(1993)ties musicology(history, analysisof style)to theoryby askingwhy a certain
history/stylewentasit did. He raisesthe question:of whathistorical importis a successful
theory? (Specifically,here:if thetheoryof freeimprovisationl positedin Partll, andelaborate
onin thefinal chaptersprovesviable beyondits immediateoriginal applicationto FMP circa
1968-2000how hasthe socialandmusicalhistory in which FMP'smusicalmeaningsare
embeddedaontributedto thatsucces?)

Burkholderargueghattheorycannot be abstractedrom the music'shistoricalcontext,muchas
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Hutchinsonarguedthatit could not be abstractedrom music'ssonicconcretesHis comments
on Schenker'groundingin history--thatof a long tradition of a contrapuntal/harmoniaeave
elaboratinga simpleunderlyingstructure-suggesthat Schenkesimply broughtthis
underweaveo light, afterthoroughgroundingof his own in the workingsof thoseelaborations;
andthat Schenker'sapstonavork, Free Composition(1935),extendedhe analytical
frameworkinto onethatsuggeste@ methodologyof original, not formulatedcomposition.No
wonder,then,that Schenker'selevancao Schsnbergvould be noted(Jacksonl990)andto
jazzimprovisation,especiallypost1960,questionedPressingl982). And what Schenkehas
beento diatonicmelodicandto chromaticharmonicmusic--anuneartheof the musicalheart
pumpingits bloodstreanof notes--iswhat practitionersanalyststheoristssuchasNoll, Braxton,
Kumpf, and Smith may beto freeimprovisation.(In any case we arecertainlynot talking
aboutlogical positivismwith them--simplyof discreteandcontinuoussoniceventsin time, the
mostdeterminedactualization®f which neveraddup to morethanpotentialmeaningsa
potentialwe mustactualize andthat constantly andconsistently somehow--ouguestis to
discoverhow--with the detailsof thoseeventsandtheir potential.)

Burkholder'swordsbelow claim responsibilityfor the theoristof historicalmusicto unearth
meaningtheyalsospeak(indirectly) to the challengeto (andresponsibilityof) theoriststo
actualizepotentialmeaningsoncethey'veunearthedll the materialandcluestheycan.They
arealsosuggestiveof (again,thoughtheydon'tdirectly suggest}he feasibility anddesirability
for a pieceof analysisandtheoryto itself evokethe samefeelingandmeaningasits object,as
thoughthat piecewereitself an aesthetiexpressionin its own right andequalwith its object,
aswell asaratiocinationcontingentlyreflectingthe latter:

e Theideathatmusicalstructurels moreimportantthanexpressivityor
significationandis the only aspeciof musicthata theorymustexplainis itself
an historically determineddea,emergingduring the codificationof the
classicalcanonin the nineteentlcenturyasa way to assimilatemusicfrom past
eras,musicthatwasrecognizedasexcellentbut whosespecificmeaninghas
beenlost.

Music hasmeaning just aslanguagenasmeaningaswell asstructure Precisely
becausave cannotunderstandhe languageof foreigners we noticetheir vocal
inflection moreandfind their speechmeaninglessAnd preciselybecauseave do
not fully understandhe meaningsn musicfrom anothercultureor from an
earliertime, we aremorelikely to hearit asabsolutemusic,aspatternsn
sound.But this musicis still ladenwith meaning,andit is therole of thoseof
us who study musicfrom earliertimesto movebeyonddescribingits internal
structureor its stylistic featuresandrediscoverthosemeaningsaswell aswe
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can,asphilologistsrediscoverthe meaning®f a deadlanguage Theoristsand
analystamustgetoverour longstandingeluctanceo talk aboutexpressivity
andaboutthe socioculturalassociation®f specificstyles,forms, genres,
proceduresandstylistic traitsE(21)

(I shouldsaythatBurkholder,like Tomlinson,emphasizesasmuchthe importanceof
unearthingoriginal ratherthanprojectingone'sown meaninguponmusic.)

My pointin citing him in this context:whatis ananalyst/theoristo do with a musicwhose
makersintendedits meaning-howevertheyexperiencedshapedandexplainedit--to alsobe
ambiguousmutable,andre/constructedby its receiver®

Advocatingrationalism

Brown andDempster(1989,in anissueof a musictheoryjournaldevotedto their subject),by
contrastfeel the potentialof purelyrationat-"scientific"--constructhasnot beenfully or
rightly exploited.Theyadmitthatsuchanapproachwill missentirelythe crucial non-rational
musicaldimension but may (muchlike sciencemight for the theist)glorify it indirectly more
keenly.

Theylook at BenjaminBoretz' Meta-Variations asan attemptat musictheorythatfails,
althoughit satisfies'scientific standard®f explanation."Theirsis really a meditationon the
philosophyof science-and,assuch,pertainsto freely improvised(most FMP) music,just as
Husserlet al doesfor Noll andFerrara(evenfrom the sameareaof philosophy,
phenomenologypneoverlappingwith physicalscience'province[phenomenal)lt bringsup
the memoryof "sciences'suchasastrologyandtheology--withmusic--in contrastto post
Enlightenmenmaterial/immateriaschisms.

Boretz'ssystemattemptedo strip analyticattheoreticalanguageof culture/historyspecific
connotationdull of non-descriptivemetaphysicabaggageanddevelopa lensfor focusing,
theoreticallyandin theory,on all musicl9 (in fact, on all of part of it: pitch/timepatterns).The
positivist/phenomenalisissumptionsheseauthorsseein Boretz'work, however they seeas
flawed andunviable;theyinvoke philosophersvho haverefutedit assuch(76). In short,they
dismissBoretz's"science"asscientistic,andmakea casefor the superiordescriptivepowersof
so-calledmetaphysicalanguaggwhich, by virtue of suchpowers,is whatwe would useto
makea pieceof literary art, ratherthanof sciencewriting). Their examples-"logical form," and
"harmonicpropulsion”(74)-seemat first glanceanythingbut "metaphysical,'which seemdo
be why the authorsconsiderthemnot only safebut effective (sinceon secondglance,theyare
indeedbeyondthe paleof the the strictly rationaldescription). Theygo onto exposen some
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detail Boretz'sbetrayalsof the scientific methodandthe resultshe claims.

Thentheydefineandcritique "particularism,"the ideathateachpiecesuggeststs own unique
setsof methodsandgoalsof analysis/interpretatiorgndshouldbe minedasanindividual, not
anexpressiorof a class,style, etc. Theysaythis "is antitheticalto the primary objectiveof
scientificexplanationthe formulationof powerfullaw-like generalizationsiboutpotentially
infinite classe®f phenomena(82-83). They saythe primary particularists-Boretzandother
Princetontheorists--weractuallycomposerseekingnew systemsrom which to composemore
thantheoristsseekinggeneralempiricallawswith their "theories.’20 Someexamplesof such
theoristsare SchenkelandForte, but the authorsthenalsocite problemswith that(theideaof a
scientificgeneraltheoryof music):

o NarmourandTaruskin,for example suggesthat Schenkeriartheoryand
Forte'ssettheoryareboth circular. Accordingto Narmour,Schenkeriatheory
Is invalid becausat allegedlyshowsthatall tonal piecescanbereducedby a
setof twelve prolongationgo oneof threebackgroundstructuresBut, to
reducea givenpiece,the Schenkeriaimmustknow in advancewvhatthe
backgroundstructuresandprolongationsare-hencethe circularity.

After criticizing Forte'stheoryasself-confirming, Taruskinproposeghat, to
breakthe circle, oneneeddo find externalcorroboratiorfor the analysis.
Along with sketchstudies this corroboratiomrmight include:

e "a thoroughinvestigationof style. . . andof the composer'sheoretical
environment-his training, the theorybookshe knew, his waysof looking
athis own music. . . themusiche heard,loved, hated,the booksheread,
etc." (85-86)

Othercriticisms:that physicalandmusicalreality arefundamentallydifferent (thusrequiring
fundamentallydifferentsciencespr epistemologicatools); andthat musicaltheoryis not
predictive,neitherof a creator'snor a receiver'smusicaltruth, asscientifictheoryis of physical
reality. The authorscriticize particularismasanignorance(or ignoring) of the needto
universalizeto drawgeneral,conclusiveprinciplesfrom particulars.

In consideratiorof all this, | would establishithe uniquenessf a freeimprovisation,but | would
not shy from reflectingon its generalimplications;if my generalreflectionswere confirmedor
refutedby otherparticulars,| would qualify themaccordingly.This is to work from two parallel
mentalscreensthe particularandthe universal,informing eachwith the other.Theirsis not
sucha dichotomynowadayssincescienceas moreawareof "relative/probable'than
"universal/absolute.Too, sincesciences also(again)lessschizophrenicallyolarizedbetween
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the materialandthe immaterial(withnessrecentphysics,consciousnesstudies biology) my
"splitscreen“approachalsolines up with the "doctrine of correspondencestorkedby Godwin
andthe speculativemusicologists.

Brown andDempstercall for precisionof understandingindcommunicationandfor a view of
sciencethat, if it can'tgraspall aspectgincluding thetotality) of anontology of a theory
embodiedn a musicalevent,atleastit canandshouldsayso clearly (asphysicistscansayan
electroncan"be" both waveandparticle,but not measurabl@sboth at once)

e Our proposaldoesnot only reorientmusictheoryphilosophically,but it also
haspracticalconsequence®y endorsinga scientific methodfor musictheory,
we areencouragingnusictheoriststo be clear-perhapslearerthanthey have
been-aboutansweringcertainfundamentabjuestionsabouttheir researchl)
Whatrangeof musicalphenomenarebeingexplainedoy sometheory? 2)
Whatgeneralization®r theoriesarebeinginvokedto explainthose
phenomena3) What predictionsdoesthe theorymakethatwill allow usto test
thetheory? 4) Whatguaranteethe unbiasedselectionof testsample8 5) What
theoreticalstates structuresgntities,or eventsarepostulatedoy the theory?
andis theregoodreasorto believethat suchthings actuallyexist?(98)

Suchquestionsalonearecrucial contributionshere.

Boretz'sresponsehowever,is impeccableTo paraphras€il did thebestl couldin responseo
my own needsasa composedlistener(which interpenetrateandto which theoryis subject,the

phenomenomf music);| wantedto understand/explaiparticularsin generakerms;go thou and
do your own, likewise."

Thelessonfor this study? | seekanartthatis scientificanda sciencehatis artistically elegant
in my analyticmethodologyandtheoreticalframeworkof freeimprovisation.lt shouldthusbe
resistanto someone'sproof" or "disproof,"” andonly intersubjectivelycontingenton criticism,
not rigid andso not underminableThat, | suggestjs a solid first stepthroughthe
abovementionetlindamentatifferencebetweena scienceof physicalandoneof musical
phenomenaa stepfrom the formerto the latter-analysesandtheoriesasart themselvesnot
argumentgo be provedor disproved not predictionsor imperativesasto whattomorrow'sart
mustbe.

Whatis really beingworried overin the aboveexchangas the natureandrespectiveolesof
faith andsight. Ultimately, onecanonly takewhat makesmusicmusicon faith, howevermuch
andkeenlyonecanseein it. Ideally, faith (aesthetic/philosophical/spirituekperienceill
increaseaatherthandecreasavith sight (analytical/theoreticadjrasp);Ferrara’'philosophical
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mooringsspeakto thatideal. We sawin thelastpaperhis winningly holistic approacho
analysis,alongwith Braxton'sandSmith's;herewe singlehim out evenfrom themfor his
peculiarlyGermanphilosophicalorientation'sresonancevith our Germansubject,alongwith
the only otheranalyst(the GermanNoll) who both took us beyondthe pitch paradigmandinto
(Husserlianphenomenologwswell. Further,the influenceof paintersandpoetson FMP
principalsandotherEuropeanmprovisers-glimpsedaboveandthickly exposedn Partll--is
far greaterandmoreintegratedhananythingsimilar in America,andit is paintingandpoetry
thatHeideggeriscussesnostin discussingart.

Phenomenologicahusicology

In attemptingto constructa philosophicalplatformthatwill bearanalysisof meaningand
mysteryaswell asmechanicsFerraramovesthroughmusic-specificor musicologically
enlisted,thinkerswe'vetoucheduponhere(Dewey,Meyer, Adorno, Langer,Gadameryand
othersto their philosophicalinfluences-Kant, Whitehead andCassirerfor Langekr-or to
philosophiesowardwhich he seeshemleaning(the phenomenologistgarticularlyHusserl
andHeideggerparticularlythe latter, for hermeneuticistsuchasGadamerthroughRicouer).
Beforespellingout in moredetailwhatphenomenologwandhermeneuticpurport,andportend
for music,thefollowing givesanoverview:

e Theanalyst,asobject,respondgo thework. Gadameis not interestedn
extendingany usewhatsoevenf this subjectobjectdichotomy.His purposen
providingthis reversedharacterizations to partially but substantivelysuspend
or undercutthe dichotomy.lt is clearthatthe analystis not an object. Onedoes
not simply respondoneengageshe work. However,it is the mannerin which
oneengageshe work thatmakesthis processsubjectiveor objective,or which
undercutgto somedegreehe dichotomy.Theview thathumanprocesses
mustbe eithersubjectiveor objectiveresultsin a bifurcationof naturethat
splits manfrom his body andhis world. Gadamer'seversalof the rolesof
subjectandobjectuncoverghe natureof musicasanobject.In orderto
maintainthe scientific statusof musicasan object(i.e., in orderfor thereto be
objectivity), conventionaimusicanalystshaveplacedthemselvesn a position
of dominanceoverthe musicalwork. This dominantrole is achievedhrough
their useof methodghatquestionthework in a dissectingnmanner.The method
becomeghe machine determiningquestionsandtasksandlimiting the
parametersf discussion(44)

Havingimpugnedthe "objectivity" of "rigorous" analysisso, he questionsconverselyhow
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dismissiblyless"rigorous" methodq"nontraditionalprosestyles”)truly are,andwhether
greaterninsightsmight not be gainedby "subjectivity" thanby "objectivity."

FerraraapproachesiusserlthroughKant, Hegel,andBrentano Kant wasthefirst in German
philosophicalineageto

o distinguishbetweernphenomenaobjectsthatarebeingexperiencedy
consciousnesgndnoumenathings asthey existoutside,separateand
autonomougrom consciousnes®henomenarethustheideasof different
objectsastheyexistin the humanmind. This distinctionwasnecessaryn order
for Kantto clarify whathe concludedo betheimportanceof the interaction
betweernobjectsandhumanconsciousness.

In Kant'sthe Critique of Pure Reasonman'sconsciousness the centeror
measuref all knowledge.David Hume'smodelof a passivemind that
comprehendshingsin-themselvessthey exist, separatérom consciousness,
Is therebyrejected.

Ferrara'discussionof Kant establishesubjectiveconsciousnesisself asthe sourceandarbiter
of "objective" knowledgeandreality (again,that picture of scienceasartandart asscience).

Hegel'sPhenomenologgf the Spirit dealswith the dialecticalrelationshipbetweerhuman
consciousnesandobjects,the latter asthe "phenomenaf culture,"which areclearly contingent
on their perceiverfor meaningandefficacy. Ferraracites Gadame@assayingthatHegel's
philosophy'"representshe lastmighty attemptto graspscienceandphilosophyasa unity” (54)
to notehimselfthatscientificrigor andits apodicticgoalshavefailed evenin the natural
scienceshow muchgreatertheir failure "in philosophy,the humanscienceshistoricalresearch,
or in artscriticism" (54-55)?Hegel'scentralizationthen,"of subjectivityandnaive
consciousnesasstartingpointsfor his philosophicalsystem"foreshadowedHusserl'dater
elaboratiorof thatinto a methodology.

HusserlcalledFranzBrentano(1838-1917his "only teacher.21 FerrarapicturesBrentano(55-
58) asdrawinglines hefelt hadbeenmuddiedby the subjectivismof KantandHegel, lines
(betweematuralworld--phenomenaandconsciousnesghatwentbackto Aristotle. However,
paradoxically he keptanddevelopedhe subjectivismasit appliedto the (perceptive/receptive)
realmof consciousness$n his conceptof "intuition” and"intention." We all haveour own
biasesandagendayet they needn'ttaint rationalenquiry;indeed,they empowersuperrational
enquiry(the methodologicabpproaclhof the "science"of psychoanalysiss a perfectexampleof
this useof intuition andintentionasreliableandrigoroustools, enlistedratherthansuppressed
in the pursuitof rationalunderstanding).
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FerraradescribedHusserl'sdevelopmenbf Brentano'swvork so:

e HusserlabsorbsBrentano'siotion of intentionality,thatis, thatevery
consciousactis directedtowardsomething Consciousness constitutedoy the
objectsto which it pointsor intends.For the purposeof analysis,consciousness
Is oftendistinguishedrom objects.However,for Husserl,consciousnesss
presentedsthe humanengagemendf objectsin immediacy.Thatis to say,
thereis no separatiorbetweenconsciousnesandthe objectsof its intentions.
Consciousness not a thing; consciousnesss its function. Thatfunction,
thoughnot atall in the Americanpragmaticsensejs characterize@s
intentionality. Intentionalityis to be understoodvithin the contextof its Latin
roots: a pointing to. Thusconsciousness alwaysandin everyinstance peing
consciouf something (59)

This view leadsto a focusdirectly pertainingto music:

e During the presentatiorof a descriptiveanalysisof the procesof intentional
consciousnessjusserinotesthatconsciousnesis constitutedhroughthe form
of theinnerflow of time. In 1905, he devotesanentirework to the
phenomenontemporality,attemptingto carry out a phenomenological
descriptionof Internal Time-Consciousnessiusserinotesthat objectsintended
by consciousnesemainthe samein appearanceaswe engageghemovertime
we accepttheir crosstemporalidentity. Thus,the samepaintingremains
perceptuallyunalteredasoneviewsit overa periodof time. In describinghow
we experienceghingsthroughtime, Husserlcoinsthe terms"retention"and
"protention."Whenconsciousnessngagesn object,the objectcontinueso
appearo be"the sameobject" becauseonsciousnesfasedon past
experiences,protends"or anticipateghatit will continueto bethesame
object.Consciousnesetains"the immediatelypastappearingf thatobjectin
consciousnesg.his providesdatawhich verify whathavebecomepast
"protentions"andwhich groundfuture "protentions."Objectshavea consistent
self-identity becausdl) they actuallyinherephysicalconsistencyand?2)
"protentions"arecontinuouslybeingconsummateth consciousnesthatarein
agreementvith past'retentions."(61)

Time s thefield, and"perceptionis the ultimateempiricaltool for Husserl"(63, my emphasis),
who establishesthe immediacyof perceptionasthe undergirdingtool for his developing
phenomenologwndthe ultimatefoundationof knowledge."(63)

We'll turn moreattention(in ChapterTwelve)to the detailsof Husserl'smethodologyfor
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accessinghe properandeffectiveattitudeandconsciousnesom which to assessndrepresent
its objects.Ferraraprovidessomefrom Husserlhimself (64-66)andmorefrom oneof his (more
generally,phenomenology'snterpretersHerbertSpiegelberd67-74),on how onecan"do"
phenomenologySufficeit hereto say,throughthe following examplebuilt aroundmy subiject,
thatscholarlyrigor includes,in thelight of this detail, not only thefirst descriptionbut all of
them.

Musical event(let us call it) FMP is:

e 1) amovefrom F to Bb, roughto smoothtimbre, loud to soft, fastto slow,
etc. (conventionabnalysis);

2) aforcein motion (descriptivephenomenology);
3) aforce contingenton soundin time (essentiaphenomenology);
4) araging,fiery, torrentialforce (phenomenologwf appearances);

5) araging,fiery, torrentialforce thatanimatedneand/oran other(s)to rage,
or resistanceto action,or serenity(constitutivephenomenology);

6) aforcewhich |, havingengagedn aboveways,canalsotranscendand
reduceto my own representationyithout sacrificingmy immanent
engagemenuith it (reductivephenomenology);

7) aforceto which | canthenascribemeaning(interpretation) havingso
ascribedraits andeffectsanddistinctionfrom me (hermeneutical
phenomenology).

Ferraraendsthe chapteron Husserlby judging his attemptto freetheego(the"Il" of
consciousnesshto a self-transcendenc® be anultimately futile but instructiveattempt.While
subjectivitycannotpull itself up by its bootstrapsnto objectivity, the quixotic ideaandgesture
of doing so bringsmoreconsciouscontrol of reception perceptionandconceptiorof
phenomenamuchlike the scientific methoddoes.It is Cartesianjn thatthe awarenessf an
isolated"l" precededpeingin theworld, indeed,generates.

Freeimprovisationhasbeenproblematicto manyfor its supposedolipsism,for isolatingthe
improviser'segoawayfrom a commonmusicaluniverseinto a communityof solipsists('l am,
thereforeyou are-andour musicis musicbecausave sayit is"). Like Husserl's
phenomenologyit startedin animpulseto cut pastthe inheritedforms of thingsto the process
of their essentiaformationin consciousnes$ endedfor many,asHusserl'swork did for
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Ferrara(andHeidegger) asjust anothennheritedform itself, a datedandlimited style and
approachobviouslyboundin its historicalandcultural contextsratherthantranscendinghem.

Heideggediffered from Husserlin his presumptiorthatall descriptiorwasboundto be
interpretationandthatnot somepurified andtrainedperceptiorbut rather"hermeneutics*
understandingnythingaspartof a largerwhole, in relationshipandcontextratherthanabsolute
self-sufficiencyandautonomy--ledo the methodologytruestto phenomenology.

Ferrara'doackgroundsurveyon hermeneuticen musicremindsus of its developmentin
scholarshipasaninterpretivetool of historicaltexts,andof phenomenology'appropriatiorof it
in the serviceof existencepf Beingitself asa text begginginterpretation Musicologistshave
foundthis appropriatioraptto their task,andapplicablenot only to historicalbut crosscultural
andcontemporarsubjectge.g., Tomlinsonon Miles Davis, in BergeronandBohlman).As
Ferraratracesthe methodologythroughRenaissancProtestantheology,Enlightenment
historiography andnineteentkcenturyliterary criticism, a pictureemergeghatresonatesvith
the distinctionof ethnomusicologyrom musicologyin the former'semphasi©on"musicin the
contextof culture™-"music" and"culture" beingreplacedyy the hermeneuti@estheticianwith
"art" and"existence."Heideggemrexplicatedsuchareplacemenin the morespecificterms
"being andtime" (so: music/art/beingn-the-contexiof-culture/existence/time).

Ferrara'secapof continentalphilosophy'sworking of hermeneuticsevealsthe developmenof
the methodologyawayfrom specificapplicationdliterature,history, law, theology)and,first
throughphilosopher~riedrichD.E. Schleiermachefl768-1834)jnto a "generalhermeneutics
astheart of understanding' Lestthis, aswith Husserl,againbe mistakenfor yet anothercovert
subjectivismmaskedovertly by anagenddessuniversality,we find in Ferrara'ssummationof
Schleiermacher’sermeneutica clear(andambitious)agenda:

e Thereareatleastthreeoverriding presumptionsn all of Schleiermacher's
works: 1) religiousfeeling (piety) canbe characterizedsineffable;yet
Schleiermache?) attemptgo definereligiousfeeling astheintentionality of
the Infinite (God); theresolutionof whichis to befoundin 3) hermeneutics,
understoodasan attemptto dealculturalisticallywith the contradictionof the
first two presumptionsi.e., thatreligiousfeelingis both a) ineffableandb) an
object.(93)

If the freeimprovisersof FMP weresaying,"We aremakingsoundobjectsthatwe think of as
the sum of their soundcomponentspitches,harmoniesandmelodies tempi, timbres,textures
andvolumes,silence-nothing more, nothingless.No theoryneedor shouldgo beyondthe
physiologyof this processandno analysisneedor shouldfall shortof its representation,then
my taskwould find no parallelin Ferrara'sabovecharacterizatiomf SchleiermacherAs soon
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asany of themspeakof their processn mysticalor metaphysicabr evenmetaphoricaterms,
howevet-or, for thatmatter,assoonasany of their audiencejncluding us analystscritics, and
theoristsreachfor suchterms-thatparallelbegins.

Therestof Ferrara'discussionof Schleiermachemandof his successoin the
phenomenologicaliscourséVilhelm Dilthey (1833-1911)js markedby termssuchas
"divination" and"the analystis arelatedor correspondingto the artist] genius;"andby
(Dilthey's ultimately unsuccessfulattemptgo fusethe Germantraditionsof idealismand
scientificrealism.(A parallelattemptin ethnomusicologicadliscoursecanbe seenin the
roughly contemporaneousork of German'speculativemusicologist"Marius Schneider.)

FerrarabeginsexplainingHeideggelin termsof the latter'srejectionof Husserl's'egology,"
moving insteadtowarda lesspersonalmoreintegratedwith-the-rest-of-the-worla¢doncepthe
calledDasein("being there;" or, simply, humanexistence)Beingin time: asthetitle of
Heidegger'samouswork Beingand Time this conceptwasthe oneheworkedasUrgrund. The
following is interestingfor its pertinenceo Sidran'swork, andto the natureof black English
thatemergedn tandemwith the African-Americanmusicthatin turnledto FMP:

e Theproblemwith the questionof Beingis thatit cannotbe defined.Beingis
not a beinglike aman,adogor atree,nor canit bereducedo anysuchbeing.
SomehowpBeingis thatwhich is commonto andgroundfor all beings.It is
whatHegelcallsthe "indeterminatammediate."lt is consideredthe most
universalandthe emptiestof concepts . . for everyoneusesit constantlyand
alreadyunderstandsvhathemeansby it." . . . If onestates,'l amfine," what
onemeansds "l befine." Giventhe grammaticakrror,the meaningof "am" and
"be" is clear.Oneis good,oneis bad,oneis rich or poor. In all caseso one
makesanissueof the natureof the meaningof is. The statement;oneis good"
meanghatonebeesgood.In this instancebeingis not limited to nounusebut
(asin Germanich bin) hasbeenappropriatedor a moreverbial syntactical
role. Thus,the beingof athing is the essentiamannerin whichit is or bees(as
in the verbalform of being)in theworld. (104)

To getto this "be-ness,this processratherthanits "isness,"or products(suchas,indeed,the
Husserlian/Cartesiaggoitself--thatwhich | eschewedn my own wordsin Partl Introduction)
is to engagewith the fundamentabf humanexistenceHeideggeistartswith Husserl'swork
(especiallythe phrasezu denSachen"back to thethingsthemselves"}o devisethe methodfor
approachinguchengagemenfasopposedo Husserl'sgoal of disengagegerceptionand
description).He goesbackto the Greekcouplingof phainomenor{ffainomenoi andlogos
(logoV) to evokethe original senseof animmediatereality immediatelybearingits own name,
word, logic. This hermeneutienoveto theroot of the termitself wasa movethroughcenturies
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of shift from the senseof logos asa presentatiorof phainomenoro anincreasingly
(potentially) unfaithful representatiorof it, thusfrom a true phenomenologyo onesimilarly
untrustworthy.The questionnow wasratherontological:what constitutegeingin contextof
time andplace,of history andculture,aswell asof natur&

FerraraminesHeidegger'sonceptof "being-there" (Dasein in theworld (Lebenswel)tfor its
resonancevith musicaspotentiallymeaningful,contingenton its experiencermeaninglesss
object. Thefollowing speaksespeciallyto improvisedmusic:

e Becausddaseinis markedby its potentiality-for-Being, Heideggemotesthat
its charactein theworld is essentiallyandalwaysunfinished;its beingis
alwaysaheadof itself. Nevercomplete Daseinis alwayswhatit potentially
canandmight be. It is always"on theway" towardcompletion.The only
possibleresolutionto Dasein'sunfinishedexistentialcharacteis the point at
whichit is nolongerin theworld. As soonasDaseinbeginsto be-in-the-
world, it is alreadybeingtowarddeath.Deathmustnot be viewedasa
negativeor asa staticfact. Daseinonly reachesvholenesgcompletion)in
Death.Deathcausegheloss of Dasein'scharacteof being(thrown) therefor
its potentiality. Death,thatwhich is alwaysdistinctivelyimpending,causes
key moodtermed"anxiety." Not to be misinterpretedasfear, "anxiety" is the
authenticdisclosureghatone'sbeingin-the-worldis alwaysa beingtoward
death.(111)

And this:

Thus,humanBeing(and probablyBeingitself) is foundedin Time.In his
authenticBeing, mancontinuouslyinterpretshimselfand his world by holding
opena futurewhichis alwayscomingand mustbe anticipatedas such.lIt
follows thatthe meaningof Beingis profoundlyrelatedto Time. In additionto
its missionto carry out a hermeneutiof the ontologicalstatusof Dasein,
Beingand Timecanthusbeviewedasan attemptto revealthetemporal
meaningof the Being of Dasein (112-13,emphasisnine)

Someof Ferrara'sconcludingcomparisonbdetweerHeideggerandHusserlpoint out, again,the
natureof their respectivesignificantanddifferentcontributionsto theoreticalUrgrund of
analysis:

o As a"life philosopher,"Heideggersoughtto developa hermeneutienethod
thatwould revealhumanexistencan termsof life itself. Husserl'ssuspension
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of the existenceof theworld (evenif it is only theworld of the "natural
attitude")is alsoa suspensiorof the everydayegoasit appearsn theworld.
Theresultof this suspensiomns a subtleCartesianismn which thereis a
separatiorof transcendentalonsciousnesom everydayconsciousness:or
Heideggerthereality of the "natural attitude" cannotbe dislocatedfrom
transcendentatonsciousnessiusserireducedeingin-the-world(throughhis
suspensiomf the "naturalattitude")to the intentionalrelationshipof the
transcendentadgo. This evidences preferencdor a psychologicabpproach
to theworld anda disregardfor that whichis ontological.Husserl's
foundationin thetranscendentatgolimits his phenomenologyo aninspired
andradicalpsychology His phenomenologicakeductionsuspend$aseinand
makesthe study of its "thrownness'into anontologicalworld impossible.One
might suggesthatit is Husserl'sseparatiorof transcendentdife from
"factical" life thatnecessitatebleidegger'sedirectionof descriptive
phenomenologyo hermeneutigpghenomenology(115-16,emphasisnine).

Ferrara'snovefrom the abovechapteron Heidegger'sarlierto the nextoneon his laterwork
movesus into "Heidegger'sPhilosophyof Art." He paintsa pictureof a thinkerwho hadmade
his points,howeveroriginal, in the conventional'technicalmanipulationstyle" of German
intellectualdiscourse.

e |t becameclearto him, afterBeingand Time thatonly aradicalleapout of
metaphysicgould propelhis philosophyout of thattraditionandon to new
ground.Heideggermbandoneanuchof his earlierphilosophicalterminology
andtechnicalapproachn Beingand Timeandmovedtowarda meditativeand
poeticstance (124, emphasisnine).

His way of doing this asanunrenounceablyVesternmanwas,again,througha hermeneutical
engagemenwith the pre-SocraticGreekthinkersmorein line with Pythagoragand
AnaximanderHeraclitus,ParmenidesKowald's favorites)thanwith Plato. The clearPlatonic
split between'real" and"ideal,"” phenomenandnoumenathattook overthe Westhadnot yet
formed,andthatancientunity, thoughsubvertedyet

e remainsin the structuref the possibilitiesof Westernthoughtand
philosophy.In thatsenseHeidegger'sleconstructiorof Westernmetaphysics
Is not anattemptto completelyextricatehimselffrom his roots(which he
would sayis impossible) but to rediscoverthis moreoriginal rootsin early
Greekthinking. (124)

Heidegger'suinderstandingndworking of theserootsborefruits in his conceptof "meditative
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thinking" to engagghenomenadlirectly, andof "waiting upon" (not merelyfor) therevelation
of thosethings astheyreally are. Thatdistinctionbetweenegoinvestedacts(suchas"will,” and
"waiting for" somethingo be of serviceto you) andHeidegger'sonceptof engagingand
servingexistencevasmorefully developedn his essay'The Origin of the Work of Art."

Heideggerapproaches pieceof art asa phenomenoto be divinedandexplained like all other
phenomenaHe hadcategorizedll phenomenan Beingand Timethreefold:matterformedto a
humanpurpose(like a car), matterformednaturally(a pile of leaves),andhumanexistence
(Daseir). Interestinglyfor our focuson free improvisation,his essayfirst considersart asif it
wereof not thefirst but the secondype--a"'merething" of nature,the "thingliness"of which he
desiredto meditateon andwait upon, like a revelationthatneedecandrewardedcoaxingand
service(again,this goesto Sven-+ke Johansson's/ay of improvisingwords).

He startsby anotherthreefolddivision:

o Of whatdoesthethingly characteof "merethings" consis? Therearethree
traditionalinterpretationof whatthings are:thething assubstancethatis, as
bearerof characteristicsthe thingsasa sumor totality of whatis givento the
sensesthatis, asa collectionof sensealata;andthe thing asformedmatter.
Heideggemdismissesall three.(126)

Thefirst two he dismissesasfutile attemptgo definethe whole asthe sum of its parts(traits,
sensalata),thethird astoo far removedfrom humanexistenceo be meaningful.He thenturns
to his first categoryof things-matteras"equipment”(the car)}-to examineasthe categoryfor
works of art.

(Beforeproceedinghere,a brief aside:both free jazz[mostly in Europe]andcontemporanart
music[e.g. JohnCage'slhaveembracedpiles of leaves*-merethings,shapedy chanceof
nature-asaesthetimbjectsin needof no humanagencyotherthanthe intentionsof presentation
[ratherthanrepresentationindreception[and thereinperceptionconceptionbeingoptionaland
superfluousfo makethemsuch.The spectrunmof humanagencyin artmakinghascometo
rangefrom thatminimal engagemenrtonethatstill meetsHeidegger'sonditionsfor human
functionalmatter-to onein which the music-makeiassertdis or herown activitiesandbeing
thereinasof a naturesimilar to thosethatshapea pile of leaves.FMP artistsoverwhelmingly
fall onthelatterendof the spectrumjfree improvisationamongthemhasbecomea discourseof
distinguishableandhighly developedroices,not anonymousandgenericcraftersof sonic
events thoughsucheventshavealwaysbeenpartof thatdiscourse.)

Heideggerstartshis examinatiorof artin earnestwith a peasant'pair of shoedrom aVan
Goghpainting. Thingsthataremereequipmenin reallife revealtheir essencaspoetically
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chargedouffersbetweerhumanityandthe elementsmortality, in the gazeuponthe painting.
But evencloserto our subject(which is anexampleof non-representationalrt) is Heidegger's
look ata Greektemple.lt is along andhardlook at the materialsthemselvesandtheir relation
to their setting,not at their form.

o Heidegger'siescriptionof thework materialor earthof thetemplefunctions
atamorefundamentalevel thantraditionalformalistcriticismin the arts.His
descriptiondoesnot speakaboutthe lines, the balance or the symmetry.This
mustnot be construedasa denigrationof formal analysis;traditionalformal
analyseof art works arevital to athoroughunderstandingf art works. Even
so, Heidegger'slescriptionis markedlydifferentfrom formal analysesvhich
do not tendto speakaboutor in termslike "the rockinesghatrestsclumsily
andspontaneously.He speakof the lusterandgleamof the stoneandits
texturalcontrastswith the sun,the night, andthe sea.Heidegger'somments
aremoreprimary or fundamentathanform in the conventionakenselndeed,
heis not describingthe work's form (syntax)or content(referenceput has
steppedackfor a view of the stone(i.e. the work-materialsyassuch.This kind
of view is closerto the artist'screative"handling"” of his work-materials.
Heidegger'sanalysisprecedeshe finishedwork asformedmatteranddeals
with the matterassuch.This doesnot precludea traditionalformal analysis;t
groundsit! From sucha start,formal analysiscanbe carriedout with an
enrichedbasisin the work materialsthemselves(131;this recallsHeffley's
pre-Mann experienceavith St. Stephen'Cathedraljn Vienna)

This goesto our tendencyhereawayfrom formal andsyntacticalcodesin soundandtowardthe
soundsthemselvesastimbresandtextures.

Ferraracomparedieidegger'ssngagementith awork of artto the humanDaseinin his
Lebenswel{"lifeworld"):

e As in his depictionof earth,Heideggepresentshe world assomething
dynamicandhappeningHis statementhattheworld "worlds" meanghatthe
conceptworld, is not static."World" refersto somethinghathappensn art,
asin adynamicevent.Whenthe world showsitself in awork of art, therefore,
it is in this dynamicstateof "worlding." And whenthis occurs,onecansay
thatthework (i.e., theart work) is working. Correspondinglythis bringsthat
samedynamiccharacteto anunderstandin@f the natureof art. Art is not a
staticthing but somethinghat emergesand unfoldsin our experienceof it.
(132,emphasisnine).
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Heideggedistinguishesdbetweenrearth(Erd)--merethings, materials with little human
meaning-andworld (Welj, thatwhich humanbeingmakesout of, putsinto, earth.For
Heideggerall art stemsfrom languageaspoetry-thatin-born capacityto "namethe beastsof
theworld," not just arbitrarily but poetically,by meansof referenceo otheraspectof the
world andby virtue of the "syntaxinherent"in the namer'sorganismitself.

e Giventhis conceptionpoetry,asfundamentalinguistic projection,makesthe
language®f the variousartspossible. Hence,all artis poetryfor Heidegger.
Poetryis the groundfor art becausall the otherartsoccurin the Openwhich
Is alreadyopenedoy poetry.This is the casebecausgoetrymakesthe
ontologicalprojectioninto Being possible For Heidegger poetryis the art of
languageAs such,poetryis the most"original" of all thearts.Fromits
original projectioninto Being, all otherart formsderive.(140)

This andthe discussiorof visual art aretouchstone$or the strongandongoinginfluencesof
(andcollaborationwith) poetry/proseandpaintingamongFMP artists,somewhatloserthan
their Americancounterpartsthoughnot any closerthanAfrican-Americanbluesandgospel,
rapandpoetry,or earlierWesternmusic,especiallyfrom Germany.

The primal light, or sound,arebeyondour reach.We muststartwith the primal eyesandears
thatarosein evolutionto meetprimal light andsound;andwe mustrecallthateventhose
organsareonly messengerbearingsignalsto be decodedbeastdo name.We learntheir true
namesjn the beginningandend, by giving them22

Reception/perception

To thesestirringstowardmusicalmeaning-or better,identity (re: abovedistinctionsbetween
positivism andteleologycuedby HutchinsonandBurkholder}-revealedn soniceventssuchas
pitches timbres,andtheir relationshipsandto their singingin historicalevents,Lissa(1965)
addsthe dimensionof reception thustheissueof perceptionof musicby its audienceAgain,
critics of freejazz haveoften seenit asa sortof musical(often mutual) masturbatioron the part
of playersheedles®f anaudience'sieedsyet, of course,audienceslargeandsmall, have
alwaysbeenthere,willingly, happily. Thefollowing from Lissaremindsthe scholarto include
theaudiencan the equation:

o Treatingthe history of musicmainly asthe history of creativity, the

musicologisthadfailed to noticethe history of receptivityandbarredfrom his
field of vision the socialfunction musicperforms,dependingon the occasion;
the influenceof thetime-andplacecontexton the listener'sresponseo music;
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andthe developmenbf thosementalprocessethat makeup musical
perception.(273)

Lissalooks at reception(re: audienceexperience/suppodf FMP eventsandFMP'sresponsdo
that, describedn ChapterSix) for the issuesof perceptionit raises(here,how FMP
events/recordingareunderstoodat differenttimesandplaces).Sheseesiineteenthcentury
Westernart musicasharmonydriven, its twentiethcenturyexpressiorasrhythm-driven(e.g.,
Stravinsky,Bartok). Serialmusic,thoughgeneratedrom a systematigparadigm doesn't
generatdts own clichZs,sinceeachpieceplaysby its own setof rules,thusis hardto
analyze/theorizabsolutelybut shesuggestghat, for thatreasonauralaestheticgthoseof the
receivers)areevolving healthily (279), forcedastheyareto sink or swim.

If so,currentreceptionis closerto Medievalculturethanto thatof the lastthreecenturiesjn its
castingoff of harmonyasmeaningmatrix. Medievalaestheticeentralizednelodyasprimally
motivic, marginalizedharmonyasstatic; later timesminedharmonyfor motion (harmonic
developmentjoo, marginalizingtimbre andtextureasstatic. This begsthe questionof the move
of timbre/texture'gincludingtheir overlapwith the largerrhythmicfield, in attackand
phrasing,aswell asinstrumentatiorandinstrumentusage}o the center,after both harmonyand
melodyhavebeenminedfor their motivic meaningfulnessSheseesus in a transitiontime
frameof centurieshavingyetto catchup to the answerto thatquestion.

The perfectlistenerwould be onewho instantlypicks up a given piece'sbrandnewground
rules, but thatis ideal. Lissasuggestshatcreativeartistsin largepartdeterminehow listening
(perception)will change.Tomlinson'sapproach{see"Composedlheoryof Freelmprovisation,"
Partll) relatescrucially to herpoint thatperception/receptiorgsmuchasgenerationjs
contingenton time andplaceandcircumstancenot absolute Theimplicationshereinfor FMP?
Theylie in the questionshow would FMP musicianshaveus hear(receive)them?why? how
hasthis developedvertime?

Similarly, Noglik (1990)discusseshorizonshifting,"centeringon the way traditionalmusical
genres/categories/functio{generally,"popular" and"serious"music)were confoundedy jazz,
amusicthatcameto Europeoriginally aspopular(socially functional,danceandbackground
entertainmentput developedasin America)into a concert/arimusic.Noglik discusses
Germanreceptionin generattermsof the commercial,socialandculturalarenashe citesthe
FMP artists(and Anthony Braxton)asexamplesof "jazz" asesotericE-Musik otherwell
knownnamesareinvokedasmorecelebratedn the social/commerciahrena,somefor having
crossedverbetween’high" and"low." Noglik's interesthereis in whatsociopoliticaland
economic/culturatonditionsshift in orderto contextualizehe musiconeway or the other.
(Someexampledrom my subject'Jandrelated]history: Anthony Braxton'smovefrom small
independenlabelsto the mainstreamArista with his decidedlyunmainstreanmusic;the Berlin
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jazz establishment'sarly acceptancef FMP; expectation®f early playersthatfree music
would be a masspopular,ratherthana fringey esoteric movementTheloniousMonk moving
from cult to culturalhero[via his musicmoving from esotericao "standard"];ChicagoArt
Ensembldrumpeter_esterBowie forming a groupcalled"Avant-Pop,"andso on.)

We geta pictureof horizonshiftingoccurringin the procesf musicalscoutsrunningbackand
forth betweernthe musicalwildernessandcivilized" musicalculture,gradually,in fits and
starts,expandinghe boundarie®of thelatterinto theterritory of the former23 Noglik speakf
this processn the discursivetermsof muchof theinterdisciplinaryconcernsurveyedso far--
linguistic, body/gesturalimprovisation/compositioreception musicianmusicianand
musicianaudiencanteractions-andthatin thetermsof the GermanandEuropearculturaland
musicbusinessarenas.

Generation

 Ethe temporalform of musicEis "what savesme andothercomposergrom
mentalbreakdown."The underlyingbeatof any pieceof musicfunctionsas"an
abstracgrid without which you would be sliding aroundin nothing."

--SteveReich(in Hoffman, 1999: K4)

Hereis wherewe look in alittle moredetailat Pressing'§1988)work, first metin the Partll

Introduction.He lists andexplainsbriefly "somespecialissuesrelevantto improvisation."They
are:

e skill classificationSolo improvisationis a closedskill, or onethatreliesonly on self
producedstimuli; ensemblemprovisationaddsthe elementof extensiventeractionwith
externalstimuli. It is also"a fine, complexskill, with both perceptuahndmotor
componentsgontinuousactionspredominatealthoughtherearealsodiscreteandserial
motor aspects.This last point variessomewhatvith the natureof the instrumentplayed.
He notesthat most studiesof learnedmotor skills areof simpleones(e.g.,tracking),so
amenabldo areductionistscientific methodologyImprovisation,a highly developedskill,
has"distinctive emergenpropertiesamissedin theseearliershort-termstudies properties
suchasadaptability efficiency, fluency, flexibility, andexpressivenesg134-35);

o feedbaclkanderror correction allowing for "a narrowingof the gapbetweenntendedand
actualmotorandmusicaleffects,"aswell asfor its "motivationalandattentionfocusing
effects;

e Feedbackedundancys animportantconceptfor music.Aural, visual, proprioceptive and
touchfeedbackreinforceeachotherfor the instrumentaimproviser,whereashe vocalist
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hasonly hearingandproprioceptionavailable...Likewisdghe designof someinstruments
allows moreprecisevisual feedbackandmore categoricakinaesthetideedbackhan
others.This is almostcertainlywhy sophisticatedmprovisationusing advancedgitch
materialsis morediffecult on theviolin thanthe piano,andextremelychallengingfor the
vocalist.For everyfirst-ratescatsingerin the world theremustbe 500talentedjazz
saxophonists(135);

e Feedbackvorksboth on short-termmovementsandlongerterm decisionsaboutform and
direction;

e anticipation, preselectionandfeedforwardThis is somethinga level beyondthe
subliminalreactivity of the lastquality, moving improvisatoryconsciousnessloserto the
consciousyationalcontrol of composition;

e hierarchyvs. heterarchyThis groundsthe musicalissuesexploredby CohnandDempster
(seeabove)in the discourseof cognitive psychologicaktudiesof the centralnervous
system,or musicalin psychophysiologicaleality;

e timescalesfor the control of movemen(137-38);

e timing and movemeninvariants This refersto what musiciansexperienceasthe plasticity
of afixed musicalevent,suchasa (fixed) beatonecanplay "behind" or "on top of."
"Hencetheimproviserhasaccesgo generalizedactionprogrammegin both motorand
musicrepresentation)vhich allow overall parametriccontrol (time, space force) and
subprograntuneability. This maywell be responsibldor the flexibility of conception
characteristiof experiencedmprovisation'(138);

e motor memory, suchasthatthatcomesinto play whenriding a bicycle afteralong period
of not doing it.

Also of interesthereis Pressing'slistinctionbetween'massedanddistributedpractice.”
Improvisationson the samepiecespreadout overtime show onekind of variation,developing
"iImmediacy,andconsistencyof resultsundervariableconditions;"thoserepeatedn close
sequencdorce theimproviserto exhaushis or herclichZsandvirtually storm newmusical
terrain. Additionally,

e mentalpracticeawayfrom theinstrumentcanbeimportantfor performersof
fixed music,basedon internalhearingof scoresput thereseemsvery little
recordof its usein improvisation.This is presumablydueto theintrinsically
vital motoriclink betweerperformerandinstrumentfor improvisation.(140)

And

o For all but very simpleskills, instructionsseemparticularly effectivewhen
keptsimple,andwhenfocusingon goalsandgeneralactionprinciplesrather
thankinematicdetails(Hendricksonand Schroeded 941; Holding 1965;
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Newell 1981).This certainlyholds for improvisation.Probablytoo much
intellectualdetail both interfereswith thefluid organizatiorof action
sequencesasmentionecdearlier,andstrainsattentionalresources(141)

Pressing'®wn modelis anattemptmoreHusserlianthanHeideggeriar{especiallythe late
Heideggerwith his eschewabf formal-professionatechnicalin favor of poeticlanguage)jn
its meticulousambitionto describeandchart,to slow andfreeze,very mechanically processes
thattakeplacein millisecondtime framesandareultimately beyondsuchmechanical
descriptiongasconsciousnesger Penroseis beyondcomputatior-anaptcomparisongiven
Pressing'®rientationto psychologyj-but in this, of course he corroborate®rown and
Dempstelin his embraceof the "scientific” approachor whatit canrevealandsuggestjn full
knowledgeof its limits.

Pressingusesalgebraidanguageo expresqfor simplicity, only solo, factoringin ensemble
interactiondater) improvisation(l) asa setof "eventclusters"(En), eachtriggeredat a specific
time point (tn), both internally (Ei) andexternally(En) (with atime window betweenthetwo,
ti). He factorsin "referent” (R--anythingbeingimprovisedon, from a leadsheetto a sunset),
"goal" (G--animproviser'sconsciousntention),andlong-term memory(M).

Any giveneventclusterE hasa numberof simultaneouslyalid and
partially redundantaspects.Eachaspecis arepresentationf E from a
certainperspectiveMost importantarethe acousticaspect{producedand
sensedound),the musicalaspectcognitiverepresentationf the sounds
in termsof music-technicahndexpressivalimensions)andthe
movemeniaspeciincludingtiming of muscularactions,proprioception,
touch,spatialperceptionandcentralmonitoringof efference)Visual and
emotionalaspectsiormally alsoplay arole, andin principle theremay be
others.(154)

Again, | includePressing'snodelnot assomething wish to build on--in its modeof
presentation'sentralizationof professionaPsychologydiscourseijt is fartherafield from my
Humanitiesareainto hardscientificlanguage-but to considerasa sourcein-an-areaof
informationandinsight worth ponderingfor its concernwith the sameprocessesoncerningme
andmy FMP subjects.

Notes

1. With somequalificationsin deferenceo Brown and DempsterQsersuasiveritique of "particularism,”
cited aheadBy contrastto that critique,| seecorroborationof my approachn NoglikOs (1991203-220)
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"Compositionand Improvisation-Commentsan Searchof a Fruitful Relationship."Somanycompositions
for improvisationbeingexperimentally/empiricallfasopposedo paradigmaticallypasedasNoglik notes,
suchcompositionswill (atleastin part) suggest theiown premisedor theimprovisationalprocessaswell
asthe analyticalandtheoretical.

2. Anthony BraxtonO8ompositiorNotesand morerecentclassroonmaterialscontainanalyticstrategies
uniquely conceivedor his own work, but asuniquely suitedo moregeneralusagel will alludeto those
strategieghroughoutthis essayand examinethem directlyat the end.

3. As athrowawayexample hereQa visual representationf one of ChapterSevenOsiusicalexamplesa
PeterKowald basssolowith a metronomemposedworking pulse.

va I".l.l < l

Thetop two lines(left andright channels)
showthe participantOdiscrepancierom the bottom,a click trackof the working pulseextractedrom the
playing'simplicationof it and madeexplicit (noticehow the pulsetendsto fall on silencesndattacks-
beginningsor endsof phrasestatherthanmiddles). Ingraphicform, this showsmostclearly how
unmeteredmprovised musicanbe meteredor units of analysismostcopaseticallyith soundediting
software.

4. PrsglerOsurvey(25-30) of variousdevicesirom analyticaland ethnographiditerature,and new
technology fairly representshis impulsein scholarshigo pinpointandcodify musicalsubtleties-jazz
swing, interpersonainterplayon thestand,etc-- with increasingsubtlety.

5. Jazzloreis full of theimportanceof eleganceand comportmentfrom Duke Ellington on. MilesDavis
wasfamousfor his sensenot only of clothing style but of everythingvisual abouthis presentatioshis
posture the way he held andplayedhis horn,andthe expectationglongsuchlines he hadfor his
bandmateghe articulatedthis asprimarily importantin aninterviewon Dick Cavett'sTV show).
TrombonistRoswellRudd,in a private conversationpraisedhis longtimebandmateArchie Shepp foithe
latterOsenseof theaterin presentinghis music,and Ruddhimself hasaspiredto developsucha delivery.
Recall,too, GYnterSommerOd3rmusikgestureof playing behinda screerso asnot to be seen though
elsewheréne expressedhe oppositedesire.
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6. It seemao accidenthat pianistcomposetCecil Taylor, given his instrument,nfluencesandwaysof
orchestratingwould bethe focusof two suchstudies(\Werts[1988], examinedaheadandKiroff [1998],
both (sadly)extraordinaryfor the analyticalrigor and professionalisnthey bring to this subject.

7. SeeBriggs (1993)for a fascinatingexampleof a sp~ectographianalysisthat chartghe physical
differencebetweem "sincere"and"insincere"singerOsoundthat wasmmediatelyapparenupon hearing
to culturalinsiders,but not to Briggs(in his fieldwork).

8. NollOsAtentakt seediscussiorof Noll ahead.

9. Trumpeter/scholawadada_eo SmithOgremembethim from PeterKowald'strio with GYnterSomme®)
analysisin Lock (1995)of an Anthony Braxtoncomposition/performancgrom the 1983 recording
Compositionl13 providesan interestingandviable contrasto this dearthof analysesf free
improvisation.Smith usesSchenkeriarlike andpitch-classsetlike approaches analyzingthe musical
materialprovidedin BraxtonO#iner notes but he deviseshis own setof symbolsto captureaspectf the
improvisationon that materiaBraxtonperformedwith thefollowing comments!'| think thereis a
significantdifferencebetweenanalyzinga compositionandanalyzinganimprovisation.The mostessential
differenceis to do with whenthe musicalmomenttakesplace.If the musicobjectis a composition,jts
musicalmomentsaredefinedthroughnotationandinterpretationsoits musicalmomentsarestructurally
bound withinthe activity of the scoreandlater broughtalive. Its musicalmomentswill remainin the same
place,becausets conditionsareknown.In animprovisationthe musicalmomentscannotbe knownuntil
the musicobjecthasbeenrealized.Becauseéhe musicis createdn the presentjts musicalmomentsare
unknownandmay occurin different placeseachtime the musicobjectis realizedin performance.'(97;
herewe havecorroborationfor the notionof "playablenotation”of animprovised musica¢vent-suchas
that devisedhereby Smith-as Rohrshactrigger of newimprovisation).Seealsomy own useof BraxtonOs
schematiof his musicsystemfor analysef specificmusicalevents(1996:221-96).

10. SeeKerman(1985:190) on performancéinterpretation)s criticism, and ConeQallusionsto suchan
idea(in Kerman1985:19899) as"soundinganalysis."Indeed,astheleadquoteto this sectionby
Augustinestatesmusicitself is alreadya kind of analyticalexpositionof lifeOgartsandwhole. This
suggestsfor the analyst'sask,a technologicallytimely approachone could play alongwith recordingson a
MIDI keyboardand/ora multitracktapeuntil thoroughfamiliarity syncsone'splaying up withtherecording
ascloselyandvariouslyaspossible mining the dataone generatesor whatit saysaboutwhat onehears
andhow onecasts(in respondingo) that. Asfor imageoptions:not only diagramsandgraphsandsoon
shouldbe options,but alsoexpressiveart, perhapsnediatedoy critical commentaryAs for text, poetryand
prose,servingfiction/myth, likewise mediatedshouldjoin the "scientific" lexicon of the musicanalytical
toolbox.

11 Via simpleverticalhashmarkswith conventionahotation,a method exploiteanorefully by PriglerOs
useof KeilOsPD theory,ahead.

12. Recallagain,the examplefrom Potterof a studyof a Bill Evanspianosolothat demonstratethis.

13. TaylorOprocesss indeedsimilar to traditionaloral practice.Jost(1988:99) citing Taylor, writes, "This
procedureEisnot new, butis firmly rootedin thetraditionsof folk music:in jazztoo, it hashadits
predecessorCharlesMingus, for example.Cecil Taylor: Olhadfound out that you getnorefrom the
musiciandgf you teacithem thetuneby ear,if theyhaveto listenfor changesnsteadof readingthem offthe
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page,which againhassomethingo do with the whole jazztradition, with how the catsin New Orleansat
the turn of the centurymadetheir tunes.OKoreankomungoplayerJin-Hi Kim (andsometimeFMP
guest/recordingrtist) recalls(in privateconversatiorwith me)learningsimilarly extendecdiecesnoteby
note,from teachersvho hadthemselvesnemorizedhem sowhenlearningthe traditionalmusicof Korea
asayouth.

14. Asis Anthony BraxtonOer his similar "languagemusics,“oftenwith the sameresults(e.g.,theline for
thedrone).

15. SeealsoBartholomew(in Smith 1989).SmithOss a theoryreadetthat parallelOserraraOsnalytical
study,focusingon thephenomenologicabranchof philosophy(Husserl).

16. Thisneutralizatiorof the forwardmoving"arrow of time" in therealmof pitch sequenceasiagesa
regressiorfrom higherto lower evolutionarylevelsof time asconceivedoy Frase(1990:313).

17. Specificto DeanOswn observationshullettedin Partll Introduction,his words"largerstructurecan
be deducedrom the patterns,'the structureshe seesashierarchieschainassociationsandselectiveare
coveredwith moreprecisionby BraxtonOsategoriesuchas"geometry,™lineforming," and"sub-identity
formings,""collage,""conceptualbraft,” and“coordinatemusic."

18 SeeGodwin(1989),andin Paynter(Vol. 1, 25671). McClain, with his anchorin mathematics,
resonatesvith Penroseasa mathematiciarenlistedfor his relevanceo musicalanalysisandtheory.
GodwinOgacketnotes(1989)updateMcClainOsistoricalsourceso: "The ideathat theuniverseis created
out of soundor music(andthereforeis music[andtherefores analyticallyapproachabléhroughphysical
scienceasmeaningfullyasthroughmusicology-M. H.]) is a very ancientone.In this book, Jocelyn
Godwin brings togethethreecontemporaryGermanthinkerswho exemplify this traditionin its modern
variants:Marius SchneiderRudolf Haase andHansErhardLauer."Maconie(1990),the Stockhausen
scholar,updatest fully into the postmoderrheartof the Westernart musictradition.

19. In this, it resemblednuchof Anthony Braxton'spproacho analyticattheoreticallanguageabouthis
areasof focus.For example Braxtonprefers'restructuralcycle” to termssuchas"Dixieland," "Swing,"
"BeBop'--indeed,to "Jazz"-whendiscussingAfrican-American(or his "transAfrican, transEuropean
creativemusic") musichistory.

20. SeeKerman(1985:104)for an amusingaccounif theturn, underBoretzOsditorship, thgournal
Perspectivein NewMusic took from somethinghat lookedike anengineerQs mathematician@®tebook
to a "typical avantgardelittle magazinerepletewith amateumgraphicswildly fluctuatingtypefaces,
spectaculapersonakffusionsand-a fascinatingnewfeature-poemsin verslibre, generallyprinteda
dozenlines or so per page,commentingon afew barsof somecomposition.It wasa full swingof the
pendulumE"--and oneinstructivein the contextof my own leaningstowardthe aesthetiandbeyond,not
awayfrom, therationalin my own work asanalystandtheorist.

21. As philosophylecturerat the Universitiesof Wurzburgand Vienna, his studentsncludedIater
luminariessuchas SigmundFreudand, of interesthere,our own disciplineOpioneer,Carl Stumpf.

22. SeeElytis (1995)for a brilliant declamatiorof Heidegger'sonceptembodiedn the thoughtof Peter
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Kowald'sfriend, the contemporaryGreekNobeklaureatepoet.

23. Noglik notesFMP principal PeterkowaldOsvord for this, in fact-GrenzYberschreitungeborder
redrawing}-to pin downthe socioculturalrole of freely improvised music'Psychophysicsis anothemword
offeredaskey, in discussinghe procesghat occurdbetweenfreeimprovisersandaudienceandthe
particularlygood matchandits resultantevents(asopposedo thoseof moreorchestrateanusic,especially
in studiosessionsjorm with recordingtechnology .Noglik speak®f this matchin relationto Walter
BenjaminOfamousdiscussiorof the "loss of aura"sufferedby live musicthroughsuchtechnology,
assertinghat freelyimprovised music@sirais enhancedatherthandiminishedthereby.

SOURCES

Mike Heffley Almatour Almatexis
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