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A Drummer..Boy Looks Back: 
Percussion in Ives's Fourth Symphony 

William Brooks is a free-lance composer and 
scholar whose work has been concerned primar- 
ily with American music. A t  the present he is 
preparing a critical edition of Charles Ives's 
Symphony No. 4. He would very much appre- 
ciate information, ideas, and opinions from 
musicians who have performed this piece; he 
can be reached at 207 West Main Street, Savoy, 
IL 61874. 

There is something in this music; real vitality, 
real naivete, and a superb self-respect....And 
then Mr. Ives looses his rhythms. 1 

So wrote Olin Downes, reviewing the first 
performance of two movements from Charles 
Ives's Fourth Symphony in January  1927. 
Downes was a capable critic, able to grasp the 
essence of Ives's work despite what  was evi- 
dently a fairly ragged rendition. He found him- 
self caught up in the symphony's "long and 
short rhythmic curves, rhythmic clashes, 
' rhythmic planes' "; though "the thing [was] an 
extraordinary hodgepodge," he wrote, its 
energy revealed "a composer who has not the 
slightest idea of self-ridicule and who dares to 
jump with feet and hands and a reckless somer- 
sault or two on his way to his destination." 

In retrospect, Downes's preoccupation with 
the rhythmic domain of the Fourth Symphony 
seems particularly perceptive. For although 
Ives explored rhythm more systematically in 
other works (the Tone Roads, The Housatonic 
at Stockbridge, even songs like "Soliloquy"), 
he never surpassed the free-wheeling com- 
plexities of the Symphony. Today, three-quar- 
ters of a century after its composition, the work 
continues to both confound and il]11minate 
many  aspects of rhythmic practice. 

O r c h e s t r a l  p e r c u s s i o n  a n d  
p e r c u s s i v e  o r c h e s t r a s  

In a work so essentially rhythmic in concep- 
tion, it is not surprising that  percussion plays a 
crucial role. Indeed, Ives does not confine per- 
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cussive writing to drums and bells; he treats 
the entire orchestra as though it were a percus- 
sion ensemble. This is especially true in the sec- 
ond movement; a typical instance occurs in the 
"upper orchestra" at rehearsal (~), where dense 

fortissimo chords crash like cymbals to estab- 
lish a crossmetric downbeat while noisy trills, 
like drum rolls, define a different meter  
(Example 1). 2 

IS 

r - - -  3 --..~ ~ - -  5 . . _ . j  ~ 5 _ _ _  I 

- t . r T : 1  j.. 
ZS~ - : ~ "  " i 2 ~ , l ' ~ : l ~ }  ;,~ ~, . r~' ,; ' , ,%:; ~,~, # ' a  ::', 

I"- [ r - t  = r l  
Example 1 
Orchestra used as percussion, movement 2, rehearsal ~). 

Central  to the success of such percus- 
sionistic wri t ing is the t imbre of the piano; 
Ives calls for both "solo" and "orchestral" in- 
s truments,  the lat ter  played four-hand. (A 
third piano, tuned in quarter-tones,  is 
played by one of the orchestral  players.) The 
piano's hybrid c h a r a c t e r -  its ability to both 

strike and sustain - is fully exploited; in the 
fourth movement,  for example, its functions 
range from serving as an independent,  bell- 
like percussion ins t rument  (Example 2) to 
heightening the at tacks in sustained str ing 
passages (Example 3). 

Example 2 
Solo piano, movement 4, measures 59-60. 

Example 3 
Solo piano, doubling strings, movement 4, measures 20-21. 
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In some passages, Ives cited openly the per- 
cussive models for his scoring. In the first move- 
ment, for instance, he described the chords 
before rehearsal (~) (Example 4) as "sharp 
blows, like a bell '; likewise, at rehearsal ~ of 
movement 2 (Example 5), he asked the orches- 
tral pianist to "strike as a drum, short and 

sharp as possible but not loud. ''8 Elsewhere, 
pitched instruments are wholly subsumed in 
the percussion section; at rehearsal ~ of the 
second movement, for example, the low winds 
simply color the rhythms sounded by the drums 
(Example 6). 

A 

Example 4 
Solo piano, movement 1, before rehearsal 0 .  

Example 5 
Orchestral piano primo, mow~ment 2, rehearsalQ. 

r-------  ~ --------Tr - - - m  ~ ~ r-------~ ~ , , ~ , 

, ~ .  - " ~ - - - -  ~ . _ _ ~ . , e  . . . . .  

I ~, -, ~" " - E - " 3 - 7  ' ' 7  -?-  , ,  ,3 - , 
~2~..~. J J ..1"7 , J J ~ J J r.g ~ . . . . .  - - • • - 

Example 6 
percussion, movement 2, rehearsal ~ ) .  Low winds an d  
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Even the strings are drawn into the orbit of 
the percussion. In scoring Example 4, for in- 
stance, Ives colored the "bell" chords with a 
cymbal-like shimmer produced by heavily ac- 
cented violin and viola trills. In the second 
movement clusters and glissandi in the low 
strings, sometimes doubled by piano, evoke 

muffled drum cadences (Example 7); later, at  
rehearsal  ~ ,  I res  goes so far as to ask the bas- 
ses and celli, playing arco, to "strike hard. "4 
Even in very sustained passages, such as the 
opening of the finale, Ives colored each note per- 
cussively by scoring half  the basses arco, half  
pizzicato. 

' \  , -  - . - , -  , 

A A A A A A  
V V V V ~  

Example 7 
Low strings, movement 2, rehearsal (~). 

Indeed, Ives's scoring is designed to clarify 
attacks in all the parts. Throughout the sym- 
phony, and especially in the second movement, 
accents, trills, staccati, and other l~laying tech- 
niques heighten the transients at  the begin- 
nings of sounds; the pervasive piano doublings 
punctuate the texture further. Properly per- 
formed, Ives's orchestration produces extraor- 
dinary definition despite the extreme rhythmic 
complexity - without relying on percussion. 

In  a sense, then,  Ives has  inver ted  the 
relationship between the percussion section 
and the rest of the orchestra. In the nineteenth 
century,  conventional ly,  percussion colored 
orchestral timbres or supported orchestral 
rhy thms;  percussion par t s  in the twent ie th  
century, although more independent, usually 
share or elaborate material  presented in other 
ins t ruments .  In  both  cases the percussion is 
essent ia l ly  supplementa l ;  the substance of 
the composition, its fundamental morphology, 
is articulated in the strings or winds. In this, 
orchestration has reflected the central impor- 
tance of pi tch in Western  ar t -music;  pi tch 
has come to structure music not only synchron- 
icaUy (i.e., harmonically) but also diachronically 
(rhythmically), by means of melody, progres- 

sion, phrase structure, harmonic rhythm and 
related concepts. 

Ives departed from this practice in two ways. 
First, he employed either novel or multiple 
pitch structures, thereby either liberating the 
rhythmic domain or creating simultaneous, 
conflicting implications. Second-  and in seem- 
ing contradiction - he insisted on the preemi- 
nent importance of t ime and rhythm to musical 
expression. (A passage in the Essays Before a 
Sonata speculates about the aspects of music 
which might be universally understood; next to 
it Ives wrote in large letters: "RHYTHM.") 5 
Thus Ives required himself to center his compo- 
sitions in the domain of rhythm without rely- 
ing on pitch to organize t h a t  domain. 
Confronted with this dilemma, he turned to 
percussion. The substance of most of Ives's 
pieces is essentially rhythmic, and it is the per- 
cussion which measures out the rhythm in its 
most fundamental form. The other instruments 
may themselves assume a percussive role, or 
they may diverge from or contrast with the cen- 
tral  rhythmic idea; but in any case, the conven- 
tional relationship between orchestral sections 
is turned upside down: the percussion now is 
central, the other sections elaborative. 
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At its simplest, the percussion simply keeps 
time, like a conductor. Ives sketched a drum 
part for "In Re Con Moto Et AI," a piece derived 
from "old piano cycle rhythm studies," which 
was to serve precisely in this capacity, though 
he added that he "personally...wouldn't have 
[the] drum part played except at rehearsal [-] 

listeners ought to be able to keep time funda- 
mentals in mind. ''6 A similar kind oftimekeep- 
ing, but in a more complex context, occurs in 
"In the Night," from the Set for Theatre Or- 
chestra; in this the low bell pattern marks the 
points at which the two meters (triple and 
quadruple) coincide (Example 8). v 

F'C. 

ch 

he;b 
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Example 8 
Low bells, celli, basses, "In the Night," opening. 

At the other extreme is Ives's most ambitious 
work, the Universe Symphony for multiple 
orchestras, never completed. This was to be a 
vastly more elaborate application of the struc- 
tural principle used in "In the Night"; in the 
Symphony, Ives planned, "the main groups 
come into relation...only in cycles - that  is, 
they go around their own orbit, and come to 
meet each other only where their  circles 
eclipse." This fundamentally temporal concep- 
tion would be realized in a space defined by the 
different performing groups, distributed "in 
valleys, on hillsides, and on mountain tops," 
and representing different aspects of heaven 
and earth. It was upon the "percussion or- 
chestra" that the other ensembles would build: 
"The pulse of the universe's life beat was by the 
percussion orchestra, who play their movement 
first, all through, before any of the other orches- 
tras play. ''s 

The opening projected for the Universe Sym- 
phony closely resembles the actual opening of 
the Fourth Symphony's finale, which indeed ap- 
pears in some ways to have been a prototype for 
the unfinished work. But. the percussion also 
shapes other movements of the Symphony, 

albeit less obviously. Quoting Henry Bella- 
mann's program notes for the second move- 
ment, Olin Downes noted "a basic rhythm 
marked by gongs and deeper metallic figures; 
above that drums of various kinds; above these 
wood and brass used 'rather as percussion,' and 
the solo piano in the role of leader." And in 
parts of the first movement as well, the percus- 
sion keeps the time, marching quietly forward 
despite multiple metric layers and a wholly di- 
vergent distant choir. In its use of percussion, 
then, as in so many other ways, the Fourth 
Symphony is a kind of summary  of Ives's com- 
positional practice. 9 

B a c k g r o u n d  
What led Ives thus to invert conventional or- 

chestrational priorities? Like so many aspects 
of his style, Ives's writing for percussion is 
probably grounded in his youth, and especially 
in his experiences with Danbury's town band 
and theatre orchestra. In both of these ensem- 
bles it was the percussion which regulated the 
tempo and kept time. Both were led by Ives's 
father, George, and in the band, at least, it was 
young Charles who was the drummer. Ives's 
adventures as a drummer-boy not only infiu- 
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enced his percussion scoring in later years but 
also revealed to him the percussive potential of 
other instruments: When I was a boy, I played 
in my father's brass band, usually one of the 
drums. Except when counting rests, the practic- 
ing was done on a rubber-top cheese box or on 
the piano. The snare and brass drum parts were 
written on the same staff, and  there were plenty 
of dittos. In practicing the drum parts on the 
piano (not on the d r u m -  neighbours" requests), 
L..got to trying out sets of notes to go with or 
take-off the drums - for the snare drum, right- 
hand notes usually closer together- and for the 
bass drum, wider chords....For the explosive 
notes or heavy accents in either drum, the fist 
or fiat of the hand was sometimes used, usually 
longer groups in the right hand than the left 
hand. ~° 

Like the parts he learned as a child, many of 
the drum parts Ires wrote as a mature com- 
poser display "plenty of dittos." The percussion 
goes its own way, measuring "the pulse of the 
universe," while the other instruments diverge 
and rejoin, seemingly independent but almost 
always tied at a very deep level to the percus- 
sion cycles. And if the pulse is lost, ft will not be 
the percussion which has wandered: In repiano 
playing drum rhythms, etc. - Fred Sanford (a 
boy friend of mine fifty years ago in Danbury, 
now dead) was playing his drum in the yard just  
by the parlor windows - his sisters, Gracie and 
Mattie, were playing the piano. They called out 
to Fred, "You put us all out, you're out of t i m e ' -  
Freddy said, "You put me all out, you're all out 
of time. "n 

But drums were not the only percussion in- 
struments Ives encountered as a boy. Equally 
influential were his experiences with Dan- 
bury's church bells. Throughout his adult life, 
Ives sought to recapture both their sounds and 
their associations, incorporating bells even 
into relatively small chamber ensembles or 
pieces for solo instruments: the Tone Roads, "In 
the Inn," and even Some Southpaw Pitching. 

In the mature orchestral works, bells are fre- 
quently evoked by more than one instrument: 
"high bells," "low bells," celesta, triangle, 
gongs. The high bells and celesta generally oc- 
cupy an intermediate orchestrational position, 

somewhat like the piano, although they are 
usually limited to material having religious 
connotations. The low bells often measure the 
passage of time, as in "In the Night"; in this 
they are sometimes allied with the non-pitched 
percussion. 

But low bells - church bells - also helped to 
shape Ives's harmonies; many of his distinctive 
sonorities (such as those in Example 2) can 
be analyzed as approximations of the mixed 
part ials  present  in bell sounds. Bells also 
fascinated Ives's father and evidently were in- 
directly responsible for the microtonal experi- 
ments carried out by both father and son: One 
afternoon, in a pouring thunderstorm, we saw 
[my father] standing without hat or coat in the 
back garden; the church bell next door was ring- 
ing. He would rush into the house to the piano, 
and then back again. "I've heard a chord I've 
never heard before- it comes over and over but I 
can't seem to catch it." He stayed up most of the 
night trying to find it in the piano. It was soon 
after this that he started his quarter-tone 
machine, z2 

George Ives's many inventions included 
novel percussion instruments constructed from 
domestic materials: a "Glass Orchestra," for 
example, which Charles recalled producing 
"some sounds as beauti~l,  sometimes, as they 
were funny. ''13 On another occasion, possibly as 
a substitute for the anvils of the Anvil Chorus, 
George used "some large water pipes, perhaps 
sewer pipes, made...from some kind of cement 
or brick composition, and which gave quite a 
distinct sound if hit with a wooden hammer."14 

Charles generally used more conventional 
instruments, although his father's experi- 
ments led him to believe that "the possibilities 
of percussion sounds...have never been fully 
realized." His most diverse instrumentation 
was for the projected Universe Symphony; in 
this he tried "...for the percussion orchestra 
(Earth 's  motion and pulse), about a dozen 
different kinds - as Drums (8), Snare (2), Bells 
(11), Gongs (4), Pipes (2), Cymbals (3), 
Xylophones (2), Blocks of wood - all I could 
think o f -  it sounded (with eight players) better 
than I thought. ''15 Of the completed works, the 
Fourth Symphony probably uses percussion the 
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most extensively; Ives calls for celesta, 
triangle, high and low bells, timpani, Indian 
drum, snare drum, bass dI~tm and cymbals, and 
gongs. But both Ives's nomenclature and his 
notation are often misleading; to interpret the 
percussion parts of the Symphony  in a literal 
way is probably to misrepresent Ives's inten- 
tion. The history of the manuscripts and of the 
first performance of the Symphony  clarifies 
some aspects of the percussion writing, though 
it raises additional questions as well. 

T h e  1927 Per~Formance  
The Fourth  Symphony  is one of only a hand- 

~1 of mature works played during Ives's 
lifetime and, to some extent at least, under his 
direction. On 29 January 1927 an ensemble of 
about fifty musicians drawn primarily from the 
New York Philharmonic performed the first 
and second movements at Town Hall, con- 
ducted by Eugene Goossens. The concert was 
given under the auspices of the Pro Musica 
Society, founded and directed by pianist E. 
Robert Schmitz, who played the solo piano part 
himself. 

From the orchestral parts we learn who the 
percussionists were and what they played: 
Risch, high bells; Van Praag, low bells; Good- 
man, timpani; Greinert, Indian drum; 
Schmehl, snare drum; Katz, bass drum; and 
Baker, gongs. The timpanist was, of course, 
Saul Goodman; although he recalls very little 
about the 1927 performance, Goodman has 
identified the other players as follows: Harry 
Baker, a percussionist, was primarily associ- 
ated with the CBS orchestra; Albert  Risch, 
August Schmehl, and Ruben Katz, with Good- 
man, formed the percussion section in the New 
York Philharmonic; Emil Greinert was the 
Philharmonic's librarian, a violinist, and an oc- 
casional percussionist; and Maurice Van Praag 
was a horn player and the Philharmonic's per- 
sonnel manager.16 

The preparations for this performance give 
some idea of the importance Ires attached to 
the percussion. When the project was first con- 
ceived, perhaps in 1925, Ives probably had 
available only his autograph scores, which, as 
always, were messy to the point of illegibility. 
Consequently he hired a copyist named Reis, 

probably in early 1926, to make a fresh copy of 
the first two movements; in the face of astonish- 
ing difficulties, Reis did a remarkably  ac- 
curate job. 

Ives's review of Reis's work probably started 
as simple proofreading; but Ives seems to have 
been constitutionally unable to use a score 
without altering it, and he soon had made 
many small changes on the "clean" copy, espe- 
cially in the second movement. Either because 
these had begun to obscure the percussion part 
or, more likely, because his percussion revi- 
sions were growing extensive, he then began a 
completely new score of the percussion parts 
only, probably in summer or early fall of 1926. 
(The first leaf of this score, through rehearsal 
Q ,  was subsequently lost.) 17 

The orchestral parts for the second move- 
ment were copied from this percussion score, al- 
though the changes, which were substantial, 
were not copied into the Reis score. Goossens 
conducted from the latter; thus it appears that 
in addition to the difficulties inherent in Ives's 
composition, Goossens had to contend with a 
percussion section playing music that resem- 
bled only vaguely the parts on his score. That 
the performance took place at all seems little 
short of a miracle. 

Never satisfied, Ives went over the orchestral 
parts himself; as usual, he made substantive 
changes as well as simply correcting errors. 
The players also added changes and correc- 
tions, some evidently in response to Ives's sug- 
gestions, and some simply because of the 
exigencies of performance. Ives was present at 
rehearsals; Goossens later recalled that Ives 
and his wife sat  in the green room during the re- 
hearsals o f  his piece. You couldn't  hear any- 
thing for the s team p i p e s -  it was a cold w i n t e r -  
and a leaking water closet next  door. Every  t ime 
I came in there to see h i m -  he wouldn' t  come out 
- she would get  up and leave.. .After the last re- 
hearsal, the orchestra had come to like the music  
and gave h im an ovation o f  clattering bows and 
shuff l ing feet - a very high compliment.  B u t  he 
wouldn' t  come out o f  that  d[amned] green room, 
even after I went  and fetched him.  The players 
were a bit mif fed in the end - thought  he was a 
snob. B u t  he was a charming and delightful  
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man when he chose to be - and as shrewd as the 
devil...ls 

Although Ives may have kept to himself at 
full rehearsals, he was evidently sufficiently 
concerned about the percussion parts to over- 
come somewhat his shyness. According to 
Elliott Carter, "Ives...invited the New York 
Philharmonic percussionists to his house and 
[beat] out the complicated rhythms on the din- 
ing room table until they learned them. ''19 It is 
perhaps significant that Ives's only successful 
rehearsal with professional symphonic musi- 
cians was with percussion players. 

The series of Fourth Symphony scores con- 
tinued after the first performance with the pub- 
lication of the second movement as part of 
Henry Cowell's New Music series (II:2, 
January 1929). For this Ives evidently made 
yet another set of revisions, some as late as the 
proof stage; although the percussion parts con- 
form generally to the percussion score of 1926, 
there are a few rather substantive differences. 
Ives did check the engraved score, but his proof- 
reading was unpredictable at best; in this case 
he clearly missed a fair number of errors. Be- 
cause he also made undocumented changes on 
the proofs themselves, however, it is not always 
clear whether discrepancies between the en- 
graved score and the manuscripts represent er- 
rors or alterations. 

In 1965 a score for the entire symphony was 
prepared under the direction of Theodore 
Seder; it was this that  was used in the first per- 
formance of the complete work, conducted by 
Leopold Stokowski on 26 April 1965, and it was 
this that  was subsequently published by As- 
sociated Music. Working against a deadline, 
Seder essentially limited his team to transcrib- 
ing Reis's copies of the first two movements and 
Ives's final autographs of the others. The large 
number of errors and ambiguities on these 
scores were not cross-checked against other 
manuscript sources, so the existing edition 
(hereafter referred to as AMP) misrepresents 
Ives's intentions in many details and in a few 
major matters. A critical edition, badly needed, 
is being prepared by the present author. 

The complex history of sources for the Fourth 
Symphony is not at all atypical for Ives's music. 

But the existence of orchestral parts prepared 
and performed under Ives's supervision is 
unique. One might expect that  the parts would 
resolve the pressing problems in the score, or at 
least clarify Ives's intentions; unfortunately, 
they often only confuse matters further. There 
remain many uncertainties about instrumen- 
tation, notation, and the relationship between 
the percussion and the rest of the orchestra. To 
some extent these can only be addressed sepa- 
rately, for each instrument in turn. 

Pi tched  percuss ion:  
notat ion  and ins trumentat ion  

Celesta 
Interpretive problems extend even to instru- 

ments for which the notation seems relatively 
straightforward. Although the melodies and 
rhythms of the celesta part, for example, are es- 
sentially clear, the register in which they are to 
sound is problematical. Ives generally wrote for 
celesta at pitch, rather than an octave lower as 
is conventional; con_firming this practice, he 
wrote "celesta actual notes" on the autograph 
score of the first movement. 2° This explanation, 
however, was omitted from the celesta part 
used in the first performance and from the AMP 
score; thus in all performances to date the celes- 
ta has sounded in the upper octave. 

For the second movement, every manuscript 
contains a different version of the celesta part, 
and crossouts and addenda confuse matters 
further. The version on Ives's autograph score 
is the clearest and seems to best suit the con- 
text, assuming that here as elsewhere Ives 
scored the part to sound as written. In this ver- 
sion the part sounds as written in AMP except 
for the C~ 's after rehearsal @ ,  which sound an 
octave higher (the G~ 's sound at pitch). 

The autograph for the last movement con- 
rains a memo reading "(actual notes)" above 
the celesta in measure 35; in measure 51 Ives 
first wrote "(actual)" and then "(write down)," 
altering the octave accordingly. 21 The context 
as well as these memos strongly implies that 
the part printed in AMP should sound an oc- 
tave higher from measures 50 to 59 and in the 
octave written before and after this passage. 
Timpani  

The timpani present even more serious prob- 
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lems; although the writing is conventional in 
movements 1 and 3, the notation in the other 
two movements is both incomplete and mis- 
leading. Ives explained in a "Conductor's Note" 
written for the New Music edition of the second 
movement tha t  "the tympani  are tuned...as low 
and as high as will give suitable resonance - 
preferably a little under or over an octave, but 
not an exact octave. ''22 Apparently he felt tha t  
the complex harmonies of the second move- 
ment  would cause the t impani to be heard es- 
sentially as unpitched percussion, and indeed 
this is often the case. There are several pas- 
sages, however, in which the t impani tuning 
becomes ra ther  important;. 

The complications are such that  it may actu- 
ally be best to use two pair of t impani in the sec- 
ond movement. A possible tuning is given in 
Example 9; Table 1 summarizes which drums 
might be used in each section of the movement. 

I~: t~e~ ~<~ 1 

Example 9 
A possible tuning for the timpani, movement 2. 

Table 1 
Timpani, movement 1 

PASSAGE DRUMS 

rehearsal  Q 

Q through @ 
@ 
@ through @ 

@ through @ 
before 

before ~ through ~ + 2 

@ + 3 through 27 
@ 
@ +4  through @ 
@ 
@ to end 

g~ 

D&c~ 

G&g~ 

D&c~ 

G&g~ 

to suit tom-tom 

G& g~ 

D&c~ 

D&c~ 

D?? (g~?) 

D&c~ 

For one phrase, just before rehearsal  ~ ,  the 
choice of drums will be affected by the pitch of 
the tom-tom used; the percussion gesture there 
is clearly intended to rise more or less uni- 
formly, in imitation of the piano. (On his auto- 
graph, Ives explained that  the "strings may not 
be needed here if the drums will give enough 
impression of ascending sound"). 28 Through- 
out, mallets and playing techniques can be ad- 
justed either to obscure the t impani pitches 
(e.g., at  rehearsal  (~)) or to clarify them (e.g., at  
rehearsal ~ ) .  The tuning proposed in Exam- 
ple 9 has the advantage of supporting the har- 
monies when they are most naive (at rehearsal  

- ~ ) ,  while blurring the orchestral "drum- 
ming" (at rehearsal O and elsewhere) and 
maintaining the timpani 's independence in 
passages like those before rehearsal @ and be- 
fore rehearsal  ~ .  But it has not yet been 
tested, to my knowledge, and it may well be 
that  a different solution will prove preferable, a4 

The t impani  part  in the final movement is 
among the least well-defined of the symphony. 
Ives's autograph for that  movement, unlike his 
score for the second movement, was clearly a 
working draft; to the ink copy he added many  
pencil sketches of alterations and additions. 
The t impani have been added very lightly and 
intermittently on a staff just above the "battery 
unit"; Ives's hasty jottings offer no clues about 
the tuning. I t  is possible that, as in the second 

Table 2 
Timpani, movement 4 

PASSAGE TUNING COMMENTS 

ram. 1-10 

11-17 

20 

40ff 

50-58 

59-64 

changing 

f& g~ 

E & G  

C & c?? 

A&a&c~ 1 

B & g  

see Example 10 

perhaps an octave 
lower? 

see Example 10 

continue as ostinato; 
or omit this measure?? 

triangle doubles 
celesta 

with solo piano; 
continue pattern into 
m. 64 
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movement, he meant to leave the tuning un- 
specified; on the other hand, his normal prac- 
tice was to notate only rhythms in timpani 
parts until the very final copy. (Only rhythms 
appear in most of the first movement sources, 
for example, including Reis's copy; Ives did 
not specify the tuning for that movement until 
just before the parts were made.) The sonorities 
in the fourth movement are much more homo- 
geneous than those in the second, and a tim- 
pani part which supports them seems far more 
appropriate than one which proceeds indepen- 
dently. Table 2 summarizes a possible set of 
tunings for this movement. 

It is likely that in the fourth movement, at 
least, Ives conceived the part specifically for 
pedal timpani. Faint wavy lines in measures 9 
and 10 may simply indicate a roll, but it seems 
more probable that they signify a downward 
glissando on the top drum designed to augment 
the shuddering glissandi in the low strings. If  
pedal timpani were used, rapid retunings 
would be possible; then the timpani could sim- 
ply double the contrabasses and celli through 
measure 10. Measure 20 is probably best inter- 
preted to recall the previous gestures within 
the context of the new sonorities (Example 10). 

I / Z  ~ IZ  

@ ~ r  ~ -  5' "i../T" 2.. 

I I 

r - - -  5 - - - ~  

- - 0  I . ,  . !" JJJ. J 
Example 10 
Timpani, movement 4, measures 1-10 and 20. 

For the other timpani passages in the fourth 
movement, all of which are ostinati, Ives gener- 
ally sketched in only the beginning of the pat- 
tern. In some cases he indicated the repetitions 
he planned; for example, after measures 11-13 
he wrote "+ 3 m" (the repetition, not strictly 
possible because of the meter change in meas- 
ure 14, has been appropriately adjusted in 
AMP). 25 In this passage a tuning off  and g~ both 
supports the harmonies and prolongs the inter- 
val (the minor third) already established. 

The next passage is less tractable; Ives in- 
cluded no instructions whatsoever after meas- 
ure 40, which was the final measure on page 11 
of his score. It is hard to gauge whether and how 
long the pa t te rn  should continue and even 
harder to deduce the tuning intended (an oc- 
tave C works reasonably well if a very large 
drum is available). The uncertainties are such 
that it may be best simply to omit the timpani 

in this passage, despite the fact that measure 
40 is one of the few measures in the autograph 
in which the timpani part is inked in. 

Both the timpani and the piccolo timpani are 
written out in full in measures 50-58; a work- 
able tuning is A, a, and c~ 1. The "piccolo tim- 
pani" has a curious history. On his penultimate 
draft Ives assigned this rhythm to "low tam- 
bourine," and on his final score, apparently, he 
originally plarmed to approximate a tambourine 
sound by combining piccolo t impani  with 
triangle (this is the instrumentation indicated 
on AMP). However, a memo later added to 
measure 50 of this score reads "Tr[iangle] with 
celesta," and this seems to represent Ives's final 
decision. 26 The possibility that Ires imagined a 
c~ tuning for the piccolo timpani may be sup- 
ported by the rests in measures 56-58; the 
sonorities at that  point shift from the field of A 
to the field of D. (On the other hand, these 



14 Percussive Notes Research Edition / September 1984 

measures begin a new page in the penultimate 
draft, .and Ives did not write in the "low tam- 
bourine" part there, so the rests may be simply 
a copying oversight.) 

The final timpani ostinato presents few prob- 
lems; in measures 58-63 the timpani support 
the solo piano (see Example 4), and the tuning 
can be deduced accordingly. The pattern, how- 
ever, should surely continue through measures 
62 and 63; these begin a new page in the auto- 
graph score, and Ives's omission of the continu- 
ation was almost certainly inadvertant. 
Bel ls  

The difficulties in the bell parts are the exact 
inverse of those in the timpani: though the 
pitches are quite clear, the instrumentation is 
not. In the first performance glockenspiel (or- 
chestral bells) and tubular chimes were used 
for the "high" and "low" bells, respectively; this 
practice has been followed in modern perform- 
ances as well, with the octave dispositions of 
the parts adjusted as necessary. Ives apparent- 
ly acquiesced in the original instrumentation, 
since he referred specifically to "glock[enspiel]" 
on his percussion score; on the sources for the 

fourth movement, the same term appears as 
early as the sketches. 27 

On the other hand, the use of orchestral bells 
and tubular chimes may have been simply a 
compromise with practicality; quite possibly 
Ives had something very different in mind. To 
begin with, there is a sizable gap in both timbre 
and register between glockenspiel and chimes; 
yet in his "Conductor's Note," Ives explained 
that he "assumed that the low and high bells 
produce a continuous scale and of like qual- 
ity. ''2s And indeed, the ranges of the two parts 
are essentially contiguous, although their span 
is enormous (Example 11). Moreover, there is 
every indication that Ives conceived both bell 
parts to sound in the octave written. This was 
common practice for him, as evidenced by the 
celesta and even the piccolo parts, and it is 
further confirmed by passages in which the 
bells are doubled by other instruments. 
Nevertheless, as with the celesta, Ives may 
have violated his own convention from time to 
time; there are a few passages which seem 
idiomatically best suited for orchestral bells 
sounding above the octave written. 

-O- 
Example 11 
Ranges of bell parts, movements 2 and 4. 

~tt. 4 ~.' /-_- 

All the bells, in every register, seem to have 
been intimately associated in Ives's mind with 
steeple bells and chiming. Almost without ex- 
ception both high and low bells play only hymn 
tunes or the "Big Ben" melody (Westminster 
Chimes); frequently they sound only a melodic 
fragment, tolling it again and again with 
church-like permutations or variants. Very 
possibly Ives conceived his bell parts for a non- 
existent instrument: a kind of orchestral carillon 

of steeple bells with a range of five and one-half 
octaves. In present circumstances, of course, 
such a carillon can only be approximated by 
carefully choosing and blending conventional 
instruments; some possibilities are summarized 
in Appendix A. 

Despite Ives's remark about "a continuous 
scale," the bell parts rarely cover a wide range 
within a particular segment of the symphony. 
Rather, Ives tended to score for the bells in 
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layers, with each passage containing one or 
more registral bands, each about an octave 
wide. In the very lowest tessitura, Ives was al- 
most surely imagining actual church bells, 
probably as heard from a distance; these some- 
times toll only patterns (Example 12) and 
sometimes offer very extended hymn frag- 
ments (Example 13). The writing for low bells 
in "In the Night" is very similar (see Example 
8), and in this case Ives explained unambigu- 
ously the effect he wanted: "...the rest of the 

music is but the silence and sounds of the night 
- bells tolling in the far distance, e tc .  ''29 

Actual steeple bells are, of course, wholly im- 
practical under most circumstances, although 
if the symphony were performed in or near a 
church, the effect of bell sounds drifting in from 
above might be breathtaking. In most orches- 
tral contexts, plate bells are the only instru- 
ments available for this extreme range; the 
pitches required are indicated in Example 14. 30 

u l  

Example 12 
Low bells, movement 4, measure 17 

I - I J 

Example 13 
Low bells, movement 2, rehearsal Q -  Q .  

l ' I r ¢ ,  ° 

17" 
('o') 

Example 14 
Lowest bell notes, movements 2 and 4. 

I 

Constructing or assembling such an extensive 
set of plate bells may be impossible, however; in 
this case the timbre of steeple bells might be ap- 
proximated by a combination of tuned gongs 
and low chimes, played simultaneously, or by 
some other combination of instruments. In any 
case every effort should be made to produce a 
timbre the fundamental of which appears to 
sound in the octave written. $1 

At the other extreme are passages which 

seem well suited for orchestral  bells. The 
increasing activity of the high bell part at the 
endofthe secondmovement (after rehearsal 0 )  
seems to call for performance on orchestral 
bells sounding an octave higher than written, 
with the sforzando E's played on tubular 
chimes, perhaps as octaves (Example 15). The 
material at rehearsal ~ ,  although playable 
at pitch by a set of chimes with an extended 
upper range, is probably intended to sound at 
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least one octave above, like the orchestral 
piano (in his autograph, Ives originally scored 
the piano two octaves higher). And the entire 
passage from rehearsal 1 ~  to @ can be 

played at pitch on orchestral bells if a low f~2 
is available (the octavo sign at rehearsal  
Q of the AMP score should appear above 
the notes). 

~:~]:,. ~.. I  
Example 15 
A possible realization of the high bells, movement 2, rehearsal ~ .  

3 

V 

4 

I 4 6 4 ~ 4 ~  

The bulk of the bell parts, however, is proba- 
bly best managed on a very large set of tubular 
chimes (at this writing, apparently, the largest 
sets extend from e to f 3). Such a set can easily 
accommodate many passages in the second 
movement that must have been rescored or 
played in upper octaves by orchestral bells in 

the 1927 performance. In one problematical 
section Ives sanctioned an adjustment that is 
still helpful; at rehearsal 4 ~  of his percussion 
score he wrote "or high bells top oct[ave] if low 
bells do not reach. ''32 Presumably he meant 
both parts to be moved an octave higher 
through the next five bars (Example 16). 

r - u  3 - - - T  v - - - 3  - - - ~  ; 3 - - ~  r _ _ .  3 _ _  ~ r - - -  ~ - - - - ~  r . _ _  3 _ _  m 

,' " -  " ' ' : '  " : r " " ' "  i i ' "  - . 1 1  , , . . , . , ,  I I I ' I I I  I r" I I I  I I I " ~  I I "  I ~'"~ 
j , I l l  J ,  I I I I I ] 

.L.o,..,i:):: i :  J , I  I I I  ll ll l 11 FI  I I i l l  "F / I  

Example 16 
Bells, in "top octave," movement 2, rehearsal ~ ) .  

The last half of the finale contains several no- 
tational and instrumentational puzzles. Ives's 
score is quite unclear in measures 45 through 
49, but he may possibly have meant the celesta 
to play the upper notes, the high bells the lower 
(Example 17). Between measures 50 and 63, al- 
though there is much confusion in both the 
autograph and the AMP scores, Ives probably 
meant the low bells to sound in the range e - c ~ 1; 
if so, the part can be played on an extended set 
of chimes. Chimes can also be used for the high 
bells from measures 50 through 58; after this 

the part must be divided, with the upper notes 
played at pitch on orchestral bells, the lower 
notes taken on chimes (Example 18). With one 
additional note (low d), the tubular chimes 
would also be capable of managing all the parts 
in the final section of the movement (measures 
72ff). It is here that  Ives's desire for "a continu- 
ous scale...of like quality" assumes the most 
importance. Without a low d, it would probably 
be better to play the low bell part on a matched 
set of plate bells (f~ - e -  d), beginning with the 
last note of measure 63. 
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c e ] .  I I J ) ,Z  I ' " ~ I r I I i v r I 

~.bl~ ,"~'w.!~ , r ;  - ~. ',.'~" ~ -~ -~'J. :.'. i,', ~ -;-~. ' , - ' . . 4~  b. ! . "  

Example 17 
Celesta and high bells, movement 4, measures 45-49. 

I 
OWC~. 
~e/75 

~h]r~e5 

Example 18 
High bell part, divided between orchestral bells and tubular chimes, movement 4, measures 59-60. 

Handbells might also be considered for cer- 
tain passages. I f  they carry sufficieritly and 
have enough depth of tone, handbells in their  
lowest octave might be suitable for the low bell 
par t  at  the end of the fourth movement (meas- 
ures  50ff). In  other,  r a t he r  t r a n s p a r e n t  
textures, such as the opening of the second 
movement, both bell parts might possibly be 
played by handbells. Handbells seem ideal for 
the low bells at rehearsal ~ of movement 2 

(Example 19); here, Ives explained in his "Con- 
ductor's Note," "the low bell...should be near  
the strings...It is but to clarify in an unobtru- 
sive way the lower notes of the extra string 
parts... ''88 An added set of chimes standing 
among the strings would be an unseemly dis- 
traction; but four handbells could be placed 
there "in an unobtrusive way" and, moreover, 
could be p layed by members  of the violin 
section. 

e~r~ 

b e / / s  

t / ' ~ .  , - .,I 1 ] ..I I I I I J ', i :~ , .A ,~¢¢. * .eee  

Example 19 
Extra violin and low bells, movement 2, rehearsal ~ .  
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Even with extended sets of chimes and or- 
chestral bells, handbells, and plate bells, a few 
passages remain problematical. The low bells 
at  rehearsal  ~ of movement 2, for example, 
extend beyond the range of both chimes and 
handbells yet surely should sound where writ- 
ten (Example 20). To construct five plate bells 
for this passage seems unwarranted, but it 
would be even less appropriate to mix instru- 
ments within the phrase. In such straits one 
might well consider synthesized bell tones. 

With the sound analysis capabilities of pres- 

ent digital synthesizers it is possible to create a 
matched scale of bell sounds using an actual 
steeple bell as a model, thus creating an elec- 
tronic approximation of the orchestral carillon 
Ives apparently imagined. I f  more variety were 
desired, several different "instruments" could 
be created from several different sources. The 
whole would be manageable by a single player 
at a single keyboard, and the bells themselves 
could appear to originate from anywhere in the 
hall without any loss of rhythmic accuracy. 

, ~ ¢ ¢ ¢ ¢  

Example 20 
Low bells, movement 2, rehearsal ~ .  

Synthesis would preclude, however, the 
myriad inflections possible when an instru- 
ment  is actually struck, so that  the shaping of 
each phrase will be far less sophisticated than 
with actual bells. Perhaps equally unfortunately 
for Ives's music, a synthesizer would eliminate 
the theatrical dimension implicit in live per- 
cussion. But the gain in range and flexibility 
may well compensate for these deficiencies, 
especially for performance ensembles having 
limited resources. One thing is certain: Ives 
was genuinely committed to experiment and 
innovation and had nothing but scorn for music 
shaped to suit instrumental  limitations: My 
God! What  has sound got to do wi th  m u s i c / T h e  
waiter brings the only fresh egg he has, but the 
man  at breakfast sends it back because it doesn't 
fit  his eggcup. Why  can't music  go out in the 
same way it comes in to a man,  without  having 
to crawl over a fence o f  sounds, thoraxes, cat- 
guts,  wire, wood, and brass? Consecutive fif ths 
are as harmless  as blue laws compared with the 
relentless tyranny o f  the "media." The instru- 
m e n t ! -  there is the perennial  d i f f i cu l t y -  there is 
music's limitation. Why  mus t  the scarecrow o f  
the keyboard - the tyrant  in terms o f  the 
mechanism (be it Caruso or a Jew's-harp)  - 

stare into every measure? Is  it the composer's 
faul t  that  man  has only ten fingers? Why  can't a 
musical  thought be presented as it is b o r n - p e r -  
chance " a bastard o f  the s lums,"  or a "daughter 
o f  a b i shop" -  and i f  it happens to go better later 
on a bass-drum than upon a harp, get  a good 
bass-drummer.  34 

Non-pitched percussion: 
pulse and cadence 

Instrumentation 
Compared to the pitched percussion, the in- 

strumentation of the non-pitched instruments 
is relatively straightforward. There are, how- 
ever, a few peculiarities. Ives's "gongs," to 
begin with, are almost certainly meant  to be 
non-pitched; indeed, in his "Conductor's Note," 
I res  explained that  "the light gong may be a 
small cymbal (hung and fairly taut)." In the 
1927 performance of the second movement, a 
cymbal may actually have been used; on the 
percussion score a memo referring to the small 
gong reads "(cymbal must  not ring)," and the 
part  lists the instrument as "small gong (cym- 
b a l -  h u n g -  leather struck)."35 In the finale the 
"gong" part  is probably best played on a small 
to medium tam-tam; a tam-tam might also 
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serve for the "heavy gong" of the second move- 
ment, although cer~in passages (notably at re- 
hearsals Q~ and 4~)  seem better suited to a 
large cymbal. 

The "Indian drum" used in movements 2 and 
4 is also not quite what it seems. (The designa- 
tion at the beginning of AMP's last movement-  
"Small Timp. or Medium Drum" - is incorrect; 
Ives actually asked for "Pic[colo] Ty[mpani] or 
Ind[ian] D[rum]".) That Ives meant simply a 
tom-tom is confirmed by the part for the 1927 
performance, which calls for "Indian Drum 
(Medium size = ' T o m - T o m ' ) .  ''36 V e r y  probably 
the heritage of Ives's "Indian drum" was not 
ethnic at all, but theatrical; tom-toms were 
among the instruments assembled by percus- 
sionists for "exotic" effects in late nineteenth- 
century theatre orchestras. Ives's vaudevillian 
associations with "Indian" drums are revealed 
in a story told by John Kirkpatrick. For an 
orchestral version of the song "The Indians," 
Kirkpatrick...went down to a shop where they 
had Indian artifacts and got a beautiful drum 
with a thunderbird on one side, and.., took it up 
to Ives to show him. He was delighted, and ran 
his fingers over it, and he found out all the dif- 
ferent things he could do. So he kept up a kind of 
improvisation on this drum for about two min- 
utes, just  all sorts of jazzy rhythms - though he 
would have called them ragtime rhythms. 37 

Another of Ives's instrumentational quirks 
may also be rooted in his experiences with 
theatre orchestras. In all but the third move- 
ment of the symphony, Ives called for bass 
drum "with cymbal," notating the part as it 
appears in the AMP score for the second move- 
ment, in which the bass drum note is circled 
whenever the cymbal is to be sounded. (In the 
AMP score for the prelude, the bass drum and 
cymbal parts have been dissociated; in the 
finale the circles have been replaced by double 
stems.) Ives clearly meant both instruments to 
be played by one musician, and only one player 
was used in 1927. Presumably Ives had in mind 
the technique typical of nineteenth-century 
theatre and opera orchestras (and sometimes 
used in concert bands), in which a cymbal is 
affixed to the top of the bass drum; the player 
wields the other cymbal in one hand and the 

bass drum beater in the other. In these cir- 
cumstances the cymbal punctuates rather than 
rings, resembling a hi-hat more than cymbals a 
due. Ives's writing well suits this technique, 
and it is important that it be employed (though 
in the last movement it may be appropriate to 
allow the held cymbal to ring somewhat longer 
than usual). 

The snare drum, too, recalls both theatre or- 
chestras and bands. For the second movement, 
with its dense texture and energetic rhythms, a 
small show drum with a penetrating tone can 
be used. In the finale, however, the "battery 
unit" has a more somber character; a relatively 
deep drum, perhaps a field drum, would appear 
more suitable. Indeed, on two drafts of this 
movement, Ives specifically called for a "long 
(snare) drum. ''3s 

Finally, it is worth noting that the triangle 
used in the second movement is frequently 
associated with the high bell part; at rehearsal 
0 ,  for example, it establishes the slow pulse 
picked up by the high bells after rehearsal (~). 
This association may be useful in determining 
the size of the triangle to be used. It is possible 
for the triangle to be incorporated into the 
other parts; in general, it can be~layed by the 
gong player until rehearsal 4 ~  and by the 
"Indian drum" player thereafter. With such an 
arrangement the non-pitched percussion in the 
second movement, as in the last, can be man- 
aged by four rather than five players. 
Pulse, accent,  and  cadence  

Just  as the writing for bells reflects their 
association with churches, so also the writing 
for drums reflects their association with bands. 
Broadly speaking, Ives used non-pitched per- 
cussion in one of two opposing ways: to support 
pitched instruments by playing in rhythmic 
unison with them or by articulating an under- 
lying pulse; or to present drum cadences 
derived from marching bands, sometimes coor- 
dinated with pitched instruments and some- 
times independent of them. The relationship 
between these functions varies from movement 
to movement: in the prelude they are merely 
foreshadowed, in the second movement they 
are opposed, and in the finale they are recon- 
ciled. In the second movement,  especially, 
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it is not always easy for the percussionists to 
recognize how their part  is functioning and 
wi th  which in s t rumen t s  i t  is coordinated;. 
Appendix B summarizes this information in a 
general way. 

The range of roles the percussion will p l a y -  
from orchestral pulse to independent drum 
corps - is intimated very subtlely in the first 
movement. During the second verse of the 
hymn (rehearsal (~)) th.e percussion simply 
supports the choral melody, the t impani play- 
ing in rhythmic unison while the bass drum 
marks  the pulse (Example 21). Previously, 
however, during the first verse, these instru- 
ments had combined to present a very simple 
cadence pat tern which was gently independent 
of the triple meters in the chorus and orchestra 
(Example 22). This simple pat tern is typical of 
all the cadences Ires  employs: a regularly re- 
pea t ing  phrase  in duple meter ,  its act iv i ty  
increases just after its midpoint to impel it for- 

ward to the next cycle. In its skeletal form (Ex- 
ample 23), this pat tern is also the basis for 
many  rhythmic variants, and it is the only pat- 
tern to recur unaltered several times in the 
symphony: in the snare drum of the finale, for 
instance (see Example 32), and repeatedly in 
the second movement (as in Example 5). 

In the second movement the opposition be- 
tween pulse and cadence assumes central im- 
portance. The alternation between these two 
roles corresponds roughly to the alternation 
between verse and refrain, secular and sacred, 
tha t  characterizes the pitch material;  this in 
turn reflects the program for the movement 
(based on Hawthorne's story "The Celestial 
Railroad"), which contrasts "an exciting, easy, 
and worldly progress through life...with the 
trials of the Pilgrims in their  journey through 
the swamp. ''39 In this movement  the cadence 
patterns are made more complex and are 
sounded by pitched instruments as well as by 

~o i~e5 
~ & A A A A  

V V V V V V  

~. Dr. 

7" A = J; = J' i 2 = 2 1 = ' =  

Example 21 
Voices, timpani, and bass drum with cymbal, movement 1, rehearsal (~. 

77 , 
B. ~..- 

~ .  

E x a m p l e  22 
Voices, low strings, timpani, and bass drum with cymbal, movement 1, rehearsal (~). 

J, -- I r ; ' ' ! . . . . . .  
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percussion; in the low strings at  rehearsal  (~), 
for example, the basic pat tern (Example 23) is 
converted to compound meter  and overlaid on a 
different pulse (see Example 7). Frequently the 
basic pat tern is extended to asymmetric units 
of five or seven beats; sometimes these are built 
up or dissolved by means of informal additive 
processes (Example 24). 

The oppositions on which the second move- 
ment  is based grow more and more extreme as 
the movement evolves, and the percussion be- 
comes more and more prominent. The pitched 

instruments oscillate with increasing abrupt- 
ness between sustained and percussive idioms, 
and Ives's score becomes dotted with instruc- 
tions to "strike" or "beat" the pianos and 
strings. At the same time, cadence patterns 
begin to dominate  the percussion par ts .  By 
rehearsal  @ even the most t ransparent  tex- 
tures  are accompanied by a sort  of d rum 
cadence, a variation of the basic pat tern pre- 
sented by the t impani and celesta (Example 
25). Then, at rehearsal @ ,  an obvious "rolloff' 
pat tern leads to an extraordinary melee in 

Example 23 
The basic cadence pattern. 

J ,J--] J , 

® 
I. D,T ' 3 - - ,  , 3 , A "  

a~.~. 4 J J cl J '--~ ' 5'--' ' J  ~J  ' 
I L .  G.,~3..  ' , i  ~ 0 - -  

Example 24 
Percussion cadence, movement 2, rehearsal ~ .  

gJ .  

Example 25 
Celesta and timpani, movement 2, rehearsal @ .  
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which four distinct cadences compete for atten- 
tion (Example 26). Over the next ten measures 
the percussion section gradually reunites, and 
at rehearsal Q all non-pitched instruments 
combine to present the most vigorous, most 
explicit drum cadence in the movement (Exam- 
ple 27). They are joined by pianos, brass, and 
low strings, and the cadence pattern becomes 
the central element in the texture; all pitched 
material  is secondary. The transformation of 
full orchest ra  into percussion ensemble  is 
complete. 
"The  pulse  of  the  un ive r se"  

In the second movement, then, the relation- 
ship between non-pitched percussion and the 
other instruments is to some extent antagonis- 

tic; the contrasts on which that  movement is 
based extend into the domain of orchestration. 
In the fourth movement quite a different re- 
lationship exists, although in a sense the per- 
cussion is again central: the "battery unit," 
although seemingly independent of the main 
orchestra, actually serves to regulate it. Like 
the percussion in Ives's projected Universe 
Symphony, the battery unit is the "pulse of the 
universe" depicted in the main orchestra. But 
this pulse, governing the tempo and marking 
the time, is itself an extended, complex drum 
cadence. Thus the opposition between cadence 
and pulse, like the deeper philosophical opposi- 
tions embodied in the first three movements, is 
transcended in the finale. 
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E x a m p l e  26 
Non-pithed percussion, movement 2, m%er rehearsal @ .  
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Example 27 
Non-pitched percussion, movement 2, rehearsal ~ .  
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Because Ives's score of the fourth movement 
is very much a work-in-progress, and because 
the battery unit was sketched only intermit- 
tently in earlier drafts, the source materials for 
the percussion parts contain many discrepan- 
cies and ambiguities. Very few of these are 
resolved satisfactorily in the AMP edition, 
which indeed increases the confusion by intro- 
ducing several errors of its own. Even though a 
final chronology for the fourth movement 
sources has yet to be established, earlier ver- 
sions of the battery unit do clarify several im- 
portant matters. 

The battery unit was evidently present in the 
finale from the very beginning. According to 
Ives, the movement "grew out of " a "short 
organ piece," elsewhere referred to as a"Memo- 
rial Slow March"; this became measures 50-63 
in the completed score. 4° "Drums" appear 
briefly on what seems to be the earliest surviv- 
ing sketch for this section, and on a slightly 
later sketch for the same passage there appears 
a rudimentary  version of the bat tery  uni t  
(Example 28). In this Ives first worked out 
the cross-metric version of the basic cadence 
pattern which is played by the snare drum (ap- 
parently making an error in the penultimate 
bar). Sketches for other passages, the chronol- 
ogy of which is not yet certain, also incorporate 
early versions of the battery unit or at least in- 
dications of its basic pulse; one leaf contains a 
rhythmic sketch, crossed out, which may repre- 
sent a rejected introduction to the movement. 41 

When he was ready to assemble his sketches 
into an orderly draft, Ires twice made brief lists 
of the major sections in the movement; in both 
cases he included a five-measure draft of the 
battery unit which more closely resembles its 
final form (Example 29). Thereafter, similar 
sketches for the percussion parts appear inter- 
mittently and unpredictably on various drafts 
and patches; most draft pages contain at least 
references to the battery unit or indications of 
its pulse.4? 

In all these drafts the movement began with 
what is now measure 8; it was probably not 
until after Ives had revised the prelude to the 
symphony (about 1913) that he added the open- 
ing measures  to the finale. At this t ime he 
apparently extended the battery unit pattern 
for two more measures, making it virtually 
identical to the final form (Example 30). (None 
of these sketches include the snare drum; from 
Example 28 it appears that Ives had already 
settled on the final form for that part.) 43 

On his drafts and sketches, Ives always 
began the battery unit at the beginning of a 
cycle, regardless of where in the movement it 
was placed. Hence, when he began the clean 
copy that  became his "final" score, he had not 
yet worked through the relationship of the per- 
cussion to the main orchestra. Therefore, after 
laying out the score in full, Ives pencilled in 
memos to himself concerning that relationship; 
he also pencilled in numbers to keep track of 
the battery unit pattern. For the bass drum, 
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Example 28 
Bat te ry  uni t ,  movement  4, rud imen ta ry  form, t ranscr ibed  from f1689; the  numbers  are Ives's. 
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Example 29 
Bat tery  unit ,  movement  4, sketch, t ranscr ibed from f1706. 
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Example 30 
Battery unit, movement 4, sketch transcribed from f1711. 

Indian drum, and gong, he numbered half- 
notes in cycles of seven, so. that  two cycles 
equalled a seven-bar pattern; for the snare 
drum, he numbered measures in cycles of five. 
These pencilled numberings can be faintly dis- 
cerned above and below the battery unit at the 
top of Example 31. 

Only after thus tracking the cy.cles through 
the score did Ires copy in the actual notes, and 
this he did rather carelessly. As a result, his cy- 
cles are very inconsistent with respect to 
accents and phrasing, and there are even a 
number of rhythmic discrepancies; when the 
AMP score was prepared, still more errors crept 
in. There is absolutely no reason to suppose 
that Ives intended any variation whatsoever in 
the battery unit other than the Indian drum 
digressions in measures 27ff and 59ff; on the 
contrary, both the compositional history and 
Ives's copying procedure indicate that he in- 
tended an absolutely consistent ostinato. The 
proper form of that ostinato, which is actually 
two cycles long, is given in Example 32. 

It was not until after Ives had completed his 
score for the finale that he decided to open the 
movement with the percussion alone; he indi- 
cated this change with a repeat sign before 
what is now measure 5 and a memo: "Drums 

will play percussion theme alone = 7 meas- 
[ures] .  "44 (The AMP score, for some reason, 
says these "lst  8 bars" are "ad libitum"; but 
Ives's memo was meant to indicate a change, 
not an option.) Ives clearly intended a repeti- 
tion of the "percussion theme," rather than lit- 
erally the first seven bars. On the AMP score, 
seven and one-half bars were repeated, to allow 
room for three complete snare drum cycles, but 
as a result the pattern of the other drums was 
disrupted. A better solution might be that 
given in Example 33. 

The dynamic arch in Example 32 was an 
early part of Ives's conception, appearing even 
in the early sketches, sometimes in more than 
one version (see Examples 29 and 30). Ives's 
most complete draft for the battery unit in- 
cluded nearly two full cycles, underlaid below 
measures 22ff; in both of these the arch was 
clearly indicated. 45 Thus it seems very likely 
that Ives intended the dynamics of Example 32 
to recur throughout the movement; the battery 
unit was to produce an unchanging series of 
slow, wave-like crescendi and diminuendi. Al- 
though the overall dynamic level would no 
doubt change with that of the main orchestra, 
the percussion throughout would alternately 
approach and recede from view. 
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Example 31 
Battery unit and strings, movement 4, measures 47- 49, reproduced from Ives's autograph (f1744). 
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Example  32 
Battery unit ,  movement 4, final version. 
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Example 33 
Percussion opening, movement 4, adjusted for lengths of cycles. 

Like the details of the cycles, the relationship 
between the battery unit and the main or- 
chestra is also somewhat unclear in Ives's 
"final" score. Again a review of earlier sources 
is revealing. From the outset, the battery unit's 
values always stood in some clear proportion to 
those of the main orchestra; on the sketch 
which accompanied measures 50ff (Example 
28), for instance, the 2/2 measures of the bat- 
tery unit were barred to make them equal to 
the 3/2 measures of the main orchestra. On later 
sketches Ives spelled out the relationship with 
indications like "Orch[estra] J / B[attery] J / 
same" or"BU here = 5 ~ s? ''46 Although it is not 
always clear exactly what was meant by some 
of these memos, it is evident that  Ives was 
struggling to notate precise metric ratios be- 
tween the percussion and the main orchestra. 
At no time did he contemplate allowing the bat- 
tery unit to proceed entirely independently, as 
the distant choir does in the prelude. 

When Ives began assembling full drafts of 
the movement he became concerned with tempi 
as well as proportions. Nearly all the drafts 
contain one or more pages with complex and 
often contradictory tempo calculations; those 
in example 34 read in part: "ifB.U. is about 33 
begin J. or 3 J s to it / (viz. J of O.U. = 66) or 
perhaps O.U. slower/extreme range of BU 
possibly from 25 to 50...'47 The pervasiveness 
of such annotations is some indication of the 
importance Ives attached to matters of tempo 
and proportion in this movement. His problem 
was to reconcile the unchanging tempo of the 
battery unit with the rhythmic flexibility re- 
quired in the main orchestra without sacrificing 
precision in the relationship between the two. 
If  the battery unit was to be the pulse or 
heartbeat of the main orchestra, it had to re- 
main constant even when the activity level of 
the orchestra changed; at the same time, in 
order to serve as the music's time-keeper, its 
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E x a m p l e  34 
Draft of finale, first page, Ives's autograph (f1714). 
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meter  had to be int imately tied to tha t  of the 
orchestral unit. 

This difficult problem often required ingen- 
ious solutions. When Ives first sketched the sec- 
t ion after measure  27, he evidently intended it  
to accelerate gradually, slowing to the original 
tempo only at  the end of measure  31; a memo 
indicated the passage was to be played "freely, 
not  necessarily in this t ime ratio." But  it would 
have been treacherous, if not  impossible, to co- 
ordinate an  unchanging  ba t te ry  uni t  with a 
free accelerando, and I res  eventually substi- 
tu ted a related effect: he kept  the tempo of both 
units  constant  but  wrote out an accelerando in 
the Indian drum part. After measure 58 there is 
a similar accelerando in the Indian drum, and 
the motivat ion m a y  have been the same. No 
sketches for this passage survive, but  on the 
draft, a concluding "rit. to B.U." seems to imply 
tha t  a free accelerando had previously been 
planned. 4s 

Ives's efforts to find a satisfactory tempo for 
the percussion and to properly describe its re- 
lationship to the main  orchestra continued 
through the drafts and onto his full score. There 
m a n y  pencilled notes describe possible tempos 
and ratios for the bat tery  uni t  and the main  or- 
chestra; thus in measure 40 Ives wrote, "BU 
change  to 5 ~ OU," and ir.L m e a s u r e  50, "J = J. 
faster, about 30 / 36? ''49 One of these prelimi- 
na ry  memos has found its3 way  onto the AMP 
score; a t  m e a s u r e  35 appears  " i f B U  has  been  
J = J to here then now J." This makes no sense in 
the final version, since the ba t te ry  uni t  half- 
note equals the orchestral dotted ha l f  both be- 
fore and after measure 35; Ives's purpose is 
explained by another  prel iminary memo ap- 
pearing in measure 32, omitted from the AMP 
score: "BU here o = J J or J = J J J ? ,5o 

In  m a n y  performances of the Fourth Sym- 
phony the bat tery  uni t  has  remained largely in 
the background and has proceeded essentially 
without  reference to the main  orchestra. From 
the foregoing, however, it ~seems clear tha t  Ives 
intended quite a different effect. Not only 
should the cyclic dynamics of the bat tery  uni t  
br ing it regular ly  into view, but  also its tempo 
and meter  should be strictly related to those of 
the main  orchestra. By the t ime Ives inked in 

the bat tery  uni t  on his full score, he had  decided 
exactly wha t  ratios were necessary between 
the two units. He laid out his score quite accu- 
ra te ly  With respect to these ratios (the ve~ical  
a l ignment  of his score is far more accurate t han  
tha t  of the AMP score), pencilling in beat  
counts where needed to place notes correctly; 
some of these can be discerned faintly just  
above the snare drum line in Example 31. 

In  practice, of course, the tempo of the bat- 
te ry  uni t  will not  remain  exactly steady 
throughout  the finale, any more than  the pulse 
of a l iving organism remains  steady. In  the 
final score as well as the drafts Ives indicated 
different tempos for the bat tery  uni t  at  differ- 
ent  points in the score; on m a n y  of the drafts ad- 
jus tments  in the tempo are specifically called 
for: "B.U. may  reach as high as 42 here," or 
"perhaps up to 38 or a little faster. ''51 Annota-  
tions on the ink score set the tempo range for 
the bat tery  uni t  half-note at  between 26 and 33; 
this also seems to have been the range which 
appears most  frequently in the drafts. Using 
this and the tempo ratios as a guide it is possi- 
ble to determine a range of possible tempos for 
each passage in the main  orchestra. Both the 
ratios between the units  and the derived tem- 
pos are summarized in Table 3. 

Table 3 
Ratios and tempos, movement 4 

MEASURES BU=?ofOU OUTEMPOcHANGE OUTEMPORANGE 

1-23 
24-26 
27-38 

39 
40-49 
50-58 
59-63 
64-71 

72-end 

J. 
o 

J. 
o 

J~ 
J. 

J. 
o 

J. ~o ~ o  

o=~,h 
@=J.  

cJ. ~ o  

o ~ J .  

J = 39-50 
J = 52-66 
J= 39-50 
J=52-66 
J=33-41 
J=39-50 
J=52-66 
J=39-50 
J=52-66 
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N o t a t i o n  
In concluding, it may be useful to consider 

briefly some of the peculiarities of Ives's nota- 
tion. In writing down his complex rhythms, 
Ives did not always choose the simplest method; 
editors of his music have debated hotly whether 
or not to renotate passages to make them more 
tractable for conductors or players. In the AMP 
edition of the second movement, for example, 
the passage after rehearsal 1 ~  has been re- 
written in 3/16, to correspond with the material 
in the clarinets and solo piano; Ives had scored 
it in 4/4, to correspond with the low strings, s2 

The most difficult problems occur when an 
instrument or group of instruments play in a 
meter which differs from the prevailing one. At 
the very beginning of the second movement, 
the high bells are playing in a duple rhythm 
which is superimposed on bars of 5/8; these are 
themselves superimposed on the prevailing 6/8 
meter. The rhythmic conception was clearly 
reflected in Ives's original notation, which is, 
however, virtually unplayable. When Ives cor- 
rected Reis's score he rewrote the duple overlay 
but retained the 5/8 meter; in the AMP score 
this meter has been subsumed into the 6/8. 
Example 35 presents the successive notational 
variants for this passage. 5a 

Example 35 illustrates in a simple way the 
notational principles which Ives had to recon- 
cile. On one hand, notation reflects the funda- 
mental structure of the passage in question; on 
the other, it provides a practical means by 
which the various parts can be coordinated. In 
general, Ives emphasized the first of these pur- 
poses; he used meters within meters to make 
clear the conception of the part, leaving it to the 
player to renotate as necessary for performance 
conditions. His motivation was to some extent 
ethical and political as well as musical: his no- 
tation was designed to draw the performer at 
least part way into the compositional process, 
to ensure that he would confront the ideas be- 
hind the music ra ther  than  being a mere 
executant. 

This philosophy, however, increases the pos- 
sibility of misinterpretation or error, especially 
in scores which Ives did not polish for publica- 
tion, such as the finale to the Fourth Symphony. 
When the triangle rhythms after rehearsal (~) 
of the second movement were renotated for the 
AMP score, for example, at least two significant 
errors were made. But to make no changes at 
all is equally unsatisfactory. Several passages 
in the finale require far more time to be made 
comprehensible than is available to most or- 
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Example  35 
High bells, beginning of movement 2, successive versions: Ives's ink score (f1452), Reis's score, corrected 
by Ives (f1542), and AMP. 
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High bell and celesta, movement 4, measures 40-44: Ives's notation and a rhythmic transcription. 
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chestral players. At measure 40, for instance, 
the bells and celesta (doubling the violins) em- 
bark on a series of offset, cross-metric rhythms 
which seem virtually unintelligible. Only after 
it is discovered that the bracketed quadruplets 
of the celesta equal a half-note of the bell trip- 

lets (the alignment in AMP is no help) can the 
passage be transcribed into a playable form 
(Example 36). 

Nowhere are the notational problems more 
acute than in the battery unit; it is virtually 
impossible for these parts to be properly coordi- 

J J IJ J 
8.Pr. ~ 

6n3"' ~ 

~ ° ~  r f Ir r 

- g 3 , 

r Ir r r I 

5. .~1  ~" T" - • 

~,~.13 ~ ~ ~. J~  
~.7~;.i z • . _ 

J ~ . 3 _  

I " 
i - i  i • i I - (  i v • i w - ~ . T  

w ~  %. 

L ' ' r ~ r  ; 

- • F I "  

~ J ~ g 

E x a m p l e  3 7  
Battery unit, movement 4, measures 47-49: Ives's notation and a rhythmic transcription. 
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nated with the main orchestra without being 
reworked fairly extensively. By way of i l lustra- 
tion, Example 37 presents measures 47-49 of 
the  b a t t e r y  un i t  as no ta t ed  in  Ives 's  score 
(see Example 31) and as they might  be reno- 
rated. In making this rhythmic transcription 
the notated durations have been adjusted, ex- 
cept for r inging instruments,  to increase reada- 
bility. As a result  the drum cadence patterns 
are obscured; in addition, such transcriptions 
can become dauntingly complex, especially in 
the snare and Indian drnm parts. An alterna- 
tive might be to use a kind of hybrid notation, 
in which only the bass drum and gong parts  are 
transcrribed into the orchestral barring, with 
the other drums notated with reference to the 
pulse of the bass drum. Such a hybrid might  be 
better  for performances, but  i t  might  well re- 
sult in less precision and would also present 
difficulties in rehearsal  situations, in which the 
ensemble must  s tar t  and stop repeatedly. 

The best editorial solution, of course, is to 
make available both Ives's own notation and a 
"performance" score. There is certainly no 
practical reason why both cannot appear on the 
parts, one above the other; in the second move- 
ment the percussion parts  could also contain 
much of the mater ial  summarized in Appendix 
B. By the use of foldout pages, even the full 
score could present both alternatives: with 
pages folded one way the conductor would read 
the "performance" score; folded the other way, 
the student or scholar would read Ives's own 
notation. 

Ives frequently denigrated the importance of 
the notation and even the sound of music: "That 

music must be heard is not essential," he wrote; 
"what i t  sounds like may not be what i t  is." Or 
again, with reference to the "Hawthorne" 
movement of the Concord Sonata (on which the 
second movement of the Fourth Symphony is 
based): "Marks of tempo, expression, etc., are 
used as l i t t le as possible. If  the score itself, the 
preface or an interest  in Hawthorne suggest 
nothing, marks  may only make things 
worse. ''54 Despite such pronouncements, how- 
ever, Ives filled his scores and sketches with 
revealing information tha t  is of much use to 
concert performers as well as scholars. The in- 
terpretat ion of Ives's compositions requires to 
an unusual degree some understanding of their  
history, development, and variants.  

Lou Harrison once described Ives's legacy as 
a "marvelous playground in which we will all 
be making beautiful things for the rest  of time," 
proposing tha t  editions ofIves take "the form of 
enhanced photographic reproductions of all the 
original materials.  ''55 Though Harrison's con- 
cept has been applied only to the mater ia ls  for 
the Universe Symphony, the microfilming of 
Ives's manuscripts at  Yale has made them eas- 
ily accessible to all who perform his music. I t  is 
altogether consistent with Ives's philosophy for 
each of us to penetrate in our own way the sub- 
stance of Ives's purpose and the manner in 
which he achieved it. This article - any article 
on Ives's music - is properly regarded as an in- 
vitation, not a conclusion; its purpose (and 
Ives's) will be best served if  i t  induces perform- 
ers and conductors to r e t u r n  to Ives 's  own 
manuscripts to make their  own "beautiful 
things." 
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Appendix A 
Bell Parts, Movements 2 and 4: Ranges and Instrumentation 

M o v e m e n t  2 

PASSAGE PART RANGE INSTRUMENTS COMMENTS 

beginning H&L F-at 1 tchimes (handbells?) 
& plate bells 

Q L F plate bell 

(~) H e~2-b 2 *chimes 

O ' Q  H f~l-d~S handbells 
(*chimes?) 
($0rchestral bells?) 

Q- Q Q L D~-A~ plate bells 

( ~  H c2-e 8 *chimes 

1 ~  H c~ Lb 2 *chimes (& orchestral 
bells?) 

Q H al-g 2 *chimes 

Q -  ~ H f~2_g4 $0rchestral bells 

- ~ L a-c I handbells (4) 

Q - @  H d~2-f 3 *chimes 

~- ~ ~ L F~-g~ chimes & plate bells? 

- ~ )  H d~ 2-b2 orchestral bells 

- ~ L C-a 1 tchimes & plate bells 

The F and F~ can be played au octave 
higher, if absolutely necessary, though 
they are the lowest notes of 
the sonority. 

Orchestral bells would have to sound 
one octave higher than written. 
Handbells might not penetrate the 
texture well, but the part, associated 
with the strings, is marked "D" (least 
prominent). 

If orchestral bells are used in the next 
section they might also be better here, 
sounding one octave higher than 
written. 

The part may well be too muddy if 
played entirely by chimes; in this case 
orchestral bells could sound the upper 
line one octave higher. 

Played by members of the violin 
section. 

Using different hammers for the two 
lines at ~ might clarify the dynamics 
and voice-leading. 

See text for a discussion. 

Sounding one or possibly two octaves 
higher, depending on the balance with 
the piano primo and woodwinds. 
Chimes would sound in the octave 
written but might well blur the 
material unnecessarily. 

Chimes for the upper notes, plate bells 
for the lower. The registers could be 
compressed so the part is playable on 
chimes alone, but this will change its 
character significantly. 
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PASSAGE PART RANGE INSTRUMENTS COMMENTS 

(~)- (~) (~ )  H&L a~-e~2 chimes 

- end H eZ-f 8 orchestralbel ls  & 
chimes 

- end L E~-G platebel ls  

Ives specifically suggested (on f1536) 
t h a t  the  octaves a t  4 ~  be sounded an  
octave h igher  (see Example  16); from 
the  measure  before Q the  par ts  are 
a t  pitch. 

Though the  par t  here is playable by an  
extended set of chimes, i ts  character  
and  context suggest  orchestral  bells, 
sounding an  octave higher;  the  
sforzando E can be t aken  o n t h e  chimes. 

M o v e m e n t  4 

measure 17 L E-G plate bells 

40-49 H dl-e 2 *chimes 

50-58 H c2-e 3 *chimes 

59-end H dl-f~ 8 *chimes & orchestral  
bells 

50-63 L e-c~ 1 tchimes  

64-end L d-f~ chimes or plate bells 

The chimes may be mean t  to take  the  
lower notes in measures  45 -49 
(see Example 17). 

Orchestral  bells, sounding as wri t ten,  
can take the  upper  notes, the  chimes 
the  lower ones (see Example 18). 

Despite the  confusing notation,  Ives 
probably intended th is  ent i re  section to 
sound in  this  octave. 

I f a low d is available, the  par t  can be 
played on chimes; i f  not, a set  of three  
matched plate bells will be needed, 
unless handbel ls  carry sufficiently and  
have  a long enough ring. 

*chimes: with the upper octave, ranging upward to f3. 
?chimes: with the lower octave, ranging downward to e. 

2 ¢orchestral bells: with a low f~ (sounded pitch). 
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Append 

Non~itchedpercussi 

Beginning 

tgl: supportinB bells, pnI 

gs: supporting spn, then bells 

Q ® ® 
tim: pulse (J.) 

bdr with spn, cb 

® 
I tim&Idr: cadence 

® 
tim: pulse (J) anticipates orchII 

tgl: pulse (3~.) anticipates hibell 

gs&drs: cadence (5/2) 

® 
, cadence with orchll 

l(hibell begins) 

cadence with orchI 

® 
> cade~ 

@ 
tim: pulse for cb 

Idr: with spnlh-- 

tgl: pulse for tp 

+3 @ 
tim&bdr: cadence with pnII 

tgl&sndr: cadence with cb 

gs: leading to >pulse for va, vc > cadence with pnll 

Idr: with tp 

@ 
bdr&sndr: cadence with tp 

~sndr: cadence (5~) 

gs&tim: pulse from last section; anticipates next 

@ 
>,bdr&sndr : cadence 

7 

>pulse with cb-- 

Q +3 

bdr: pulse for spn, pnll, vc, cb--~sndr&bdr: cadence with spn, pnll, cb 

sndr: cadence with pnI ~Idr: cadence with pnI 



® 
y irregular 

sndr: with spn 

® 
tim: pulse for pnII, c b - -  

Idr: pulse for spn 

+2 

sndr: with spnlh 

tim: with vc, pnII 

@ 
Isndr&gs: cadence with pnII, cb 

> bdr&tim&Idr: cadence with wwinds 

--I 

+4 ® 

>Idr&gs: pulse (J) 
tim: cadence with pnII, cb 

+3 @ 

th cb, pnIIlh 

.ulse for vns, va, pnI 

cadence (triplet 8/4) with vns, va, pnI 

gs: cadence (triplet 4/2) with vns, va, pnI-- 

.dence (2 bars 7/4) 

@ 
tim(&cel): cadence with pn, va 

Idr: with vc, bsnl 

gs: with cb, bsnll 

tim: with pnll, tbn 

@ 
sndr&bdr&Itim: cadence&rolloff with brass, vc, cb 

tgl&litg: cadence with va, pnII, bsn 

Idr&htim: cadence with spnlh, wwinds, vnII-- 

sndr&bdr: cadence with wwinds 

.~vsndr&bdr: cadence (triplet 4/2) 

nded rolloff Idr&tgl&gs: supporting pnII, vn, va, cb, spn 

tim: cadence (7/8) 

ando 

:egrates 
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@ @ @ @ +~ 
all: with bsn. I I all: ech°es spn J tim: pulse (J) , slight] 

+6 +7 

tim: pulse for spn, vc, cb---~pulse (J) 

bdr&Idr&sndr: with spn, vc, cb I lldr: pulse anticipates next section 

gs: pulse for pnll 

+4 ® 

l ldr&bdr: with tplll, spn--bdr&sndr: with vc, cb, spnrh 

Idr: cadence (7/8) 

+4 ® 

I sndr : 

tim : cal 

® 
bdr&hvyg: with cb A 

Idr: pulse for wwinds, tbn, vn, pnl C 

sndr: cadence (triplet 4/4) with wwinds, vn--C 

litg: cadence (triplet 8/4) with wwinds, vn--E 

tim: cadence (2 bars 7/4) .L 

®® @ 
tim(&cel): cadence (5/8) 

® 
sndr&bdr: cadence with fl, cl 

hvyg&tim: cadence with tp, pnl, cb, vc 

litg: cadence with crnt 

tgl&Idr: cadence with bells 

+4 

rolloff 

@ 

ext~ 

accele~ 

@ @ 
all: cadence with vc, cb 

@ 
accelerando - -  

© 
Icadence (4/4)---~disin 
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h~B 

;on, movement 2 

® ® 
(irregularly additive, then subtractive to 5/8) > 

Idr: with bsn >supporting pnI, vns-- 

bdr&gs: cadences (irregularly additive) > 

ee recalling orchll 

i 

tim&gs&Idr: pulse for vc, cb 

sndr&tgl&tim: pulse for tp, c l - -  

bdr:. pulse for pnII, va 

@ ® 
-- tim: with va, vc tgl: pulse for cl, spn . 

bdr: with cb, pnII Igs&Idr: pulse for str- 

disintegrates f tim: with pnI 

>pulse (J) anticipates next section " 

with vc, pn I 

© 
tim: supporting vc, cb 

gs: pulse for pnI 

sndr&Idr: cadence (3/4 = waltz) 

Lm: with spn 

® 
gs&bdr: with pnII, cb-- 

>Idr&tim: cadence (4/4) 
S 

+3 

all: anticipates next section-- 
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J 
J 

Charles Ives Used by permission of Peer-Southern Music Publishers, 1740 Broadway, New York, N Y  10019. © 1972. 
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Structure As Behavior 

by Thomas DeLio There is a moment in Ezra Pound's Pisan Can- 
tos when the poet suddenly becomes conscious 
of both the wooden packing crate on which he 
is writing and the person who provided the 
makeshift table for him: 

In less than a geological epoch 
said Henry Mencken 

"Some cook, some do not cook, 
some things cannot be altered" 

'Iw/~...'~F~5~ ~ro~ 8~c~ T5~ &~Spct 
What counts is the cultural level, 

thank Benen for this table ex packing box 
"doan yu tell no one I made it" 

from a mask as fine as any in Frankfurt 
"It'll get you offn th" groun" 

Light as the branch of Kuanon. 
Canto L X X X I  1 

Subtly, the reader becomes aware that the 
act of writing and its object have fused as the 
reality of creating the poem becomes enmeshed 
within the very fabric of the poem itself. At this 
moment the poet's thought has no subject other 
than its own emergence. The mind recognizes 
in its appropriation of the world the creation of 
the self. The poet and the act of writing - the 
poet's engagement with the world - become 
one and the same, inseparable fragments of a 
continuum which fuses consciousness, action 
and object. 

Despite the recurrence of many themes cen- 
tral to the entire series of cantos, what emerges 
as predominant in the Pisan collection is the 
vivid re-creation of the human thought process. 
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For more than thirty years this theme has domi- 
nated progressive American writing and is ad- 
dressed with particular intensity in the works 
of more recent poets, such as Jackson MacLow 
and David Antin, for whom the only subject for 
poetry is the very act of speaking. From this 
theme a new dialectic emerges, one having to 
do not so much with a perceiver/object dualism, 
but with the process of perception and the way 
in which consciousness becomes manifest by 
virtue of that process. 

This attitude toward the creative act has 
been central to the development of the visual 
arts of the past thirty years as well, and is most 
readily apparent in the works of Bruce 
Nauman, Robert Morris and Robert Irwin. 
Throughout the '60s, Nauman works on a series 
of pieces in which he used his own body as the 
"material" upon which he acted. In a 1968 
hologram entitle Making Faces~ the artist used 
his face as material to be shaped and deformed 
in various ways. In a work such as this, what is 
most important is the fact that  the object acted 
upon is the very source of those same actions. 

This concern with the phy.sical self is not sim- 
ply artistic egocentrism, but use of the body to 
transform intimate subjectivity into objective 
demonstration. Man is the perceiver and the 
perceived; he acts and is acted upon; he is the 
sensor and the sensed. His behavior constitutes 
a dialectical interchange with the world he 
occupies. 2 

Eventually, Nauman shifted focus away 
from his own body toward those of others. As 
the artist has noted with respect to the first of 
his corridor pieces: 

I began to think about how you relate to a 
particular place, which I was doing by pacing 
around [referring to the film of himself pacing 
around his studio in a large square]...then I 
began thinking about how to present this with- 
out making a performance, so that somebody 
else would have the same experience instead of 
just  having to watch me (or anyone else) having 
that experience... 

The earliest pieces were just  narrow cor- 
ridors. The first one I used was a prop for apiece 
that was taped. It was presented as a prop for a 
performance and was called that, without any 

description of what the performance was. 
It was just  a very narrow grey corridor and 

all you could do was walk in and walk out. It 
limited the kinds of things you could do... because 
I don't like the idea of free manipulation, ofput- 
ring a bunch of stuff out there and letting people 
do what they want with it. I really had more 
specific kinds of experiences in mind...3 

In this work, entitled Performance Corridor 
(1968), the viewer becomes both the subject and 
object of his own experience. Although earlier 
works were experienced by observing the artist 
functioning as performer, here the artist con- 
structs the piece in such a way that the viewer 
must activate it for himself. The corridor is an 
exceptionally narrow space rarely encountered 
in everyday activities. At the same time, it is a 
highly directed space. One can only move in two 
directions and, since the walls are too high to 
see over, one can only see in those same two 
directions. Thus, vision is linked with mobility. 
The artwork leads the perceiver to an under- 
standing of the operations of his own physical 
being. Moreover, "because most of the...cor- 
ridors...are designed for one person at a time to 
enter, it would appear that the audience has 
been dispensed with, forcing the solitary spec- 
tator into a carefully manipulated behavioral 
pattern that does not signify anything. "4 
Nauman has not re-created any quality of his 
own experience of such a space. The viewer 
must traverse it and experience it for himself. 
The artwork transcends its traditional role as 
an object invested with meaning and becomes 
the occasion for pure consciousness. 

It is precisely this point of externalizing the 
experience of art which links Nauman's work 
to that of Christian Wolff. One of the most strik- 
ing aspects of WolfFs music and the central 
issue guiding the development of his innovative 
notation is the tacit recognition that the mor- 
phology of form is nothing more, nor less, than 
a resonance of the structure of human behavior. 
With remarkable precision, he identifies those 
aspects of physical existence which constitute 
human experience and makes the perceiver 
aware that the nature of human behavior is: 

...neither a series of blind reactions to exter- 
nal "stimuli" nor the projection of acts which are 
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motivated by the pare ideas of a disembodied, 
worldless mind. It is neither exclusively subjec- 
tive nor exclusively objective but a dialectical 
interchange between man and the world...It is 
a circular dialectic in which independent beings 
of the life field, already selected by the structure 
of the human body, exert a further selective oper- 
ation on the body's acts. It is out of the dialectical 
interchange that human meanings emerge. 5 

Through his music Wolff seems to contend 
that: "Meanings are neither passively assimi- 
lated from an external order...as the realists 
have {magined, nor constructed 'de novo' by a 
creative mind as the idealists have supposed. ''s 
Instead, he identifies the gestures of behavior 
with the forms issuing therefrom and, ulti- 
mately, with the appropriation of meaning. 

These attitudes first become apparent in 
Wolffs pieces from the early '60s such as the 
Duo for Violinist and Pianist (1961) and the 
string quartet, Summer (1961). However, even 
these pieces perserve some vestige of the histor- 
ical separation of object from action as certain 
parameters,  in particular, pitch and timbre, are 
still fixed precompositionally. Thus, Wolff 
maintains a certain degree of control over each 
composition's unfolding. The composer's ideas 
and notation crystallize in later works such as 
For 1, 2 or 3 People (1964) and Edges (1968). 

For 1, 2 or 3 People is indeterminate with 
respect to all sonic parameters  and any specific 
morphological propensity. The score consists of 
ten separate sheets one of which, the third, is 
reproduced below. These may be utilized to 
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Reprinted by permission C.F. Peters 
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make a performance in one of two ways: first, 
any number of sheets may be played in any 
order without repetition; or, second, one sheet 
may be repeated as often as desired up to ten 
times. One, two or three people may perform, 
using any instruments. Further instructions 
read, in abridgement, as follows: 

Play all that  is notated on a page, in any con- 
venient sequence, not repeating anything. . .  

Black notes are variously short, up to about 
one second. With  stems as sixteenth notes they 
are very short. White notes are o f  any length, 
sometimes determined by the requirements o f  
coordination... 

A diagonal line towards a note = play that  
note directly after a preceding one. A diagonal 
l ine away  f rom  a note = tha t  note m u s t  be 
followed directly by another. 

A vertical line down from a note = play 
s imultaneously with the next sound (both attack 
and release)... 

I f  a line to a note is broken by a number  fol- 
lowed, after a colon, by a zero (-2:0-) . . . that  
number  o f  seconds o f  silence intervene before the 
required coordination. 

~ ?  = play after a previous sound has 
begun, hold until  it stops. 

0 ~ 0  = start anytime, hold till another 
sound starts, f inish with it. 

? ~ = start at  the same t ime (or as soon as 
you are aware o f  it) as the next sound, 
but stop before it does. 

Q ? ~ O  = start  anytime, hold till another 
sound starts, continue holding anyt ime 
after that  sound has stopped. 

Horizontal  lines jo in ing  two notes = a legato 
from the one to the other... 

Larger numbers  on a line between notes: i f  
black = that number  o f  changes o f  some as- 
pect(s) o f  the sound before reaching the next note; 
i f  red = that number  o f  changes o f  the t imbre 
o f  the f irst  note before reaching the next one... 

= high in some aspect. 7, 
Thus, for instance, the first symbol on the 

upper left side of page III, f 2 

directs the performer: first to play any loud 
sound; then, while holding that sound, to 
change two aspects of it (perhaps volume and 

timbre); and, finally, to move to another sound 
which is high in some way. In contrast, the sym- 
bol near the lower right corner of the page, 

1 

directs the performer to play his first sound only 
after he hears one of the other players produce 
a sound. He is to hold his sound until the other 
stops, ending as close to it as possible. In addi- 
tion, while holding his sound he is instructed to 
change one aspect of its character (for instance, 
it might get louder or softer). After this first 
gesture is completed, he is to move directly and 
smoothly to another pitch which is itself to be 
followed by one more sound produced by himself 
or any one of the other players. 

Any analysis of For 1, 2 or 3 People should 
begin with John Cage's observations concern- 
ing~the nature of Wolffs music: 

... the division o f  the whole into parts  is inde- 
terminate. Method, the note-to-note procedure, 
is also indeterminate. [And]. . . the  morphology 
o f  the continuity is unpredictable. . . I t  is not a 
time object but rather a process, s 

First, one must deduce aspects of its mor- 
phology which characterize and direct the 
specific type of process which is its structure. As 
noted above, a performance may be devised in 
one of two ways, either by playing several pages 
in any order or by repeating one page a number 
of times. Thus, the performers are given a great 
deal of flexibility in determining the degree of 
focus desired and where that focus might be 
placed. The first option provides a large reper- 
tory of gestures which, in diverse ways, influ- 
ence the interaction among the participants. 
The latter is more limited, forcing each per- 
former continually to discover new and varied 
uses for a very small number of gestures. 
Though the repertory of movements may be 
quite small, a performance designed in this way 
can reveal multiple facets of each gesture as 
they constantly reappear in ever changing and 
totally unpredictable contexts. 

Each symbol or set of interconnected sym- 
bols is scattered randomly ~bout a page and 
may be performed in any order. Since the com- 
poser is only concerned with coordinating re- 
sponses to actions which are themselves not 
predetermined, the process is, of necessity, non- 
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l inear .  Order  is de termined,  e i ther  because  i t  is 
al~plicable or desirable.  I f  a performer ' s  act ions 
are  to be t r iggered  by  those of ano ther  he m u s t  
wa i t  unt i l  the  appropr ia te  moment  to begin.  I f  
he is to in i t i a te  sound on his  own, he m a y  s imply  
act, ignor ing  al l  consequences and potent ia l ,  
unpredic tab le  resonances.  Throughout ,  context  
de te rmines  the  succession of events.  

I t  is impor t an t  to recognize, however,  t h a t  
f reedom of choice is often qui te  l imited.  In  al l  
but  one case (page IX) the  symbols  on a g iven 
sheet  m a y  be p layed  only once. Thus,  as one 
begins  a pa r t i cu l a r  page,  one has  a g rea t  deal  
of freedom of choice and f lexibi l i ty  in  t e rms  of 
the  in i t i a t ion  of act ion or the  r ange  of responses  
ava i lab le  to another ' s  actions. As one proceeds 
th rough  the  page,  however,  one's f reedom be- 
comes more and more constrained;  one's ab i l i ty  
to respond more l imi ted  unt i l ,  eventua l ly ,  a 
point  of s tas is  m a y  be reached  where  e i ther  one 
can no longer  act  or has  no choice as to which 
ges ture  to employ. In  the  l a t t e r  case the  ges- 
tures  are,  de facto, fixed :in a specific t empora l  
order. 

As is typ ica l  of m a n y  of Wolffls composit ions 
of th is  period, th ree  types  of ac t iv i t ies  a re  no- 
ta ted:  act ivi t ies  which in i t i a t e  sounds; ac- 
t iv i t ies  which coordinate  sounds; and, ac t iv i t ies  
which t rans form sounds. Of these,  the  second 
type  is by far  the  most  common and most  signifi- 
cant  in th is  work. 9 Ac'~ions which in i t i a t e  
sounds function p r i m a r i l y  as ca ta lys t s  for occa- 
s ional  changes in  movement  whi le  ges tures  of 
t r ans format ion  afford the  oppor tuni ty  to ex tend 
or enr ich  an  ind iv idua l  par t .  In  addit ion,  the  
composer employs a va r i e ty  of modifiers which 
res t r ic t  the  amount  of choice the  performers  a re  
g i v e n  in  r e a l i z i n g  each  of t h e  t h r e e  t y p e s  of 
symbols  when they  appear  in  the  score. 

Of t h e  f i r s t  t y p e  of  a c t i v i t y  - t h a t  w h i c h  
in i t i a tes  sound - there  is one basic  notat ion:  

X = any  sound 

The composer also employs two modifiers which 
restr ict  the type ofsoundwhich may  be produced: 

© = pi tched sound 
--~ = noise 

As s ta ted  above, the  act iv i t ies  of coordina- 
t ion are  the  most  a b u n d a n t  and  r ichly  var ied  of 

any  employed in  th is  piece. Of these  the re  a re  
bas ica l ly  two types:  those which des ignate  tem- 
pora l  coordinat ion and those which  represen t  
some other  type  of coordination.  The former  are  
far  more common in the  piece and indeed in  
Wolffls music  in  genera l .  There  are  two basic  
ges tures  which organize sound tempora l ly :  

(~ = two s imul taneous  sounds 

p • = two successive sounds 

The composer combines t h e m  in a va r i e ty  of 
ways  which render  coordinat ion more specific: 

O O  ~ )  ( ~ ( -  = two sounds which en te r  successively 
and end s imul taneous ly  or vice versa;  

O~Q~O = two sounds, one of which envelopes 
/ the  other.  

In  addit ion,  there  a re  severa l  symbols  which 
suggest  o ther  levels  of in te rac t ion  and which 
appear  infrequent ly :  

e = a sound  w h i c h  is  in  some r e s p e c t  
" in  a middle  place" vis-a-vis  the  sounds 
a round  i t  - for example ,  a tone which 
is  in  t h e  m i d d l e  of  a l l  s o u n d i n g  
regis ters ;  

= a sound which is in  some respect  
"dissonant"  wi th  those sounds which 
precede it; 

_~_ = a sound which is in  some respec t "as  
far  away  as  possible" from the  sounds 
which precede it. 

F ina l ly ,  there  a re  the  ges tures  of t ransfor-  
mat ion.  These al low each per former  to expand  
his  own pa r t  wi th  or wi thout  coordination.  They 
include:  

x - (where x = any integer)  a cer ta in  
number  of changes  in  some aspect  of 
the  sound; i f  the  n u m b e r  is red  those 
changes mus t  be made  wi th  respect  to 
the  t imbre  of the  sound; 

N = any  s l ight  a l t e ra t ion  of a sound; 

A = cut  o f f a  sound; 

= extend a sound; 

= ra ise  a sound in some respect;  

= lower a sound in some respect;  

= change in spa t i a l  location. 
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The composer freqently limits the amount  of 
choice he allows each performer in realizing the 
symbols. The following modifiers help specify 
the type of sound to be produced: 

time: • = short 
= very short  

as fast = as fast as possible 
asp 

register: ~ = high in some aspect 
= low in some aspect 

color: ~ = harmonic 
W = w o o d  

met  = metal  
pl = plucking 

etc. 
and intensity: pp th rough  f f f  

Large numbers  placed over a note specify the 
number  of tones or t imbres to be played. 

Certain modifiers restrict  the gestures of 
coordination by pinpointing the exact moments  
of coordination ra ther  than  leaving them up to 
the performer's choice. The symbol 

which specifies no part icular  point of connec- 
tion, is rendered more precise as 

I ) x = 2, coordinate wi ththe second sound 
which follows 

x x = 3, coordinate with the third sound 
which follows 

etc. 

are rendered more precise as 

f ~ x = 2,coordinatewiththesecondsound 
which follows 

x = 3, coordinate with the third sound 
x x which follows 

etc. 

In  addition, the composer frequently introduces 
silence in order to give a more precise t iming to 
the succession of tones. ? 

/ 

are rendered more precise as 
n x = 2, insert  two seconds of silence 

f before completing the required 
x x coordination; 
/ \ x = 3, insert  three seconds of silence. 

The syntax which governs Wolffs  s tructure 

incorporates the three fundamenta l  compo- 
nents  of his language of actions - initiation, 
coordination and t r a n s f o r m a t i o n - i n  a rich and 
varied a r ray  of formations. This syntax may  be 
discerned in any single ins t rumental  part:  

initiation x 2 
transformation \ 

coordination 
or in a combination of parts, as when coordina- 
tion is required for initiation: 

player  3 

player  i 
2 :E- 

Syntax, however, is not  ordered in time. For  
example, coordination may  come first: ~ 

Each page of the score is characterized by 
different syntactic formations which are unique 
in s tructure and yield a different complex of 
interactions. The gesture most  characteristic of 
page HI is 

7:0 / 

which is distinguished by a ra ther  lengthy 
delay before coordination is effected. I t  is pre- 
sented in several variations: 

7:0 7:0 7:0 7:0 / / / / 
The first two fix, somewhat,  the duration and 
volume of the connected tone. The third and 
forth extend tha t  tone to other pitches of vari- 
able duration, while the fourth effects fur ther  
extension by l inking up with other symbols. 

In  contrast,  there are two very distinctive 
gestures of coordination which characterize 
page IV. The first is 

a single tone of variable duration, intensity, 
color and frequency which ends with any sound 
the performer hears  or produces. While this 
type of gesture appears only two times on the 
third  page, it appears nine times on the fourth 
where it is presented in two basic forms. The 
first fixes the end point of the sound (the point 
of connection between sounds) in three different 
ways, the second of which appears twicet 

\ \ \  
3 ~ 
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The second specifies the type ofsoundto be made 
as well as, occasionally, the end point: 

The second type of gesture which characterizes 
page IV is itselfa variant on the one that charac- 
terized page II, since it too delays coordination: 

/ 
This gesture appears in three forms, the second 
of which also appears twice: 

In these respects, the third and fourth pages 
differ quite sharply with one another. They dif- 
fer even more, however, with the first two pages 
which contained no such timed connections. 

Other factors which characterize a given 
page have to do with the use of gestures which 
require no coordination. In general, these are 
used quite sparsely. On the third page, for in- 
stance, of the twenty-two symbols employed, 
only two require no coordination: 

m _  

O - - - -  

With respect to the fourth page, the situation is 
quite similar. Of the thirty-four symbols em- 
ployed, only four require no coordination: 

fast asp 
× 

In contrast, on the very first page, of the twenty- 
seven gestures employed, one-third require no 
coordination. Page I, then, is characterized by 
much less coordinated activity than either 
pages HI or I V -  or any others for that  matter. 

In listening to this music, one is struck by 
the fact that  several renderings of the same no- 
tated gesture rarely, if ever, produce patterns 
which are recognizably similar. "The com- 
plexities of this notation are directed less at an 
arrangement of sounds resulting from the per- 
former's actions than at the conditions under 
which there actions are to be produced. ''1° Thus, 

the notated symbols never determine any par- 
ticular melodic contour nor any other specific 
type of sonic configuration. All that is ever de- 
fined symbolically is a complex of interactions 
among the performers. As Wolffhas explained: 
"People sometimes ask, why don't you just 
specify what you want and be done with it? I do! 
Actions are indicated..."n 

What one hears are the gestures themselves, 
gestures which are usually taken for granted 
as the means to an end, but which are here 
drawn out as an end in themselves. Thus, for 
example, the idea of playing together takes on 
importance as an act in itself. Each performance 
is guided by carefully manipulated behavioral 
patterns which do not generate products and, 
as such, do not signify anything beyond their 
essential characterization as behavior. In this 
music, one ceases to distinguish between signs 
and signifiers - forms and the behavior which 
engenders such forms. The work is not so much 
a construction of sound as a situation of action 
and response defined abstractly through sound. 
What is perceived as form is the ensemble of 
these interactions while the aural result is 
merely one particular sonic projection of that 
form. That "dialectical interchange" by which 
form and meaning are engendered is, in this 
music, embodied within the very substance of 
its audible structure. 

It is significant that, of the activities which 
Wolff has notated, the vast majority are ac- 
tivities of coordination. In his works actions are 
intimately tied to responses. In fact, by and 
large, the actions are themselves responses. In 
this way the composer identifies the notions of 
action and response as inseparable. Actions are 
themselves responses which, in turn, generate 
further responses from others. Acting affects 
and is, at the same time, affected. As expressed 
by Merleau-Ponty: 

The enigma is that my body simultaneously 
sees and is seen. That which looks at all things 
can also look at itself and recognize, in what it 
sees, the "other side" o fits power of looking. I t  sees 
itself seeing; touches itself touching; it is visible 
and sensitive for itself. It  is not a self through 
transparence, like thought, which only thinks its 
object by assimilating it, by constituting it, by 
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transforming it into thought. I t  is a sel f  through 
confusion, narcissism through inherence o f  the 
one who sees in that which he sees and through 
inherence of  sensing in the sensed...12 

As does N a u m a n  wi th  his  "corridor" pieces, 
Wolff shifts the  focus of his  a r twork  away  from 
his  own experience to t ha t  of the  performer.  In  
For 1, 2 or 3 People he external izes  the  creat ive  
process itself. He  dis t i l ls  the  essent ia l  compo- 
nents  of behavior  and  frees t hem from the  sub- 
juga t ion  of his  own personal  tas te ,  l ead ing  the  
per former  and, u l t imate ly ,  the  perceiver  to a 

conscious awareness  of his  act ions under  di- 
verse  conditions.  In  a sense, in  th is  music,  the  
per former  becomes his  own object trouv~; the  
subject  of his  discourse is the  mechan i sm of t ha t  
discourse. W h a t  is revealed,  then,  are  the  ways  
in  which pa t t e rn s  of behavior  shape h u m a n  ex- 
perience.  By abs t rac t ing  the  a r t i s t ' s  act ions 
from the  creat ive  process, Wolf f t rans forms  the 
a r twork  into a me taphor  for the  physical  em- 
bodiment  and  expression of me a n ing  which is 
both  fundamen ta l  to, and  inseparab le  from, the  
process of be ing  in  the  world. 
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On For 1, 2, or 3 People 

by Christian Wolff This music is drawn from the interaction of the 
people playing it. It requires for its performance 
independent self-discipline (unpoliced by a 
score defining fixed relationships and timings) 
and a capacity and special alertness for re- 
sponding to what one's fellow performers are 
doing, the sounds they are making or changing 
and their silences. The responding can be vari- 
ously deliberate (there is time and you are free) 
or must be quick and sudden (there are precise 
requirements which appear unpredictably). At 
the time (1964) I was concerned to make alively 
situation for the performers, and shift about the 
difficult and the free areas of their playing (for 
example, the more unusual difficulty of ar- 
ticulating timbre changes in a situation where 
you are busy coordinating with others' unpre- 
dictably appearing sounds; or, the freedom to 
choose any pitch at your leisure). The resulting 
sounds and silences were to be the music, and 
the fact of its emerging in this way was to be 
the source of its expressiveness. In the mean- 
time, others pointed out the pedagogical charac- 
ter of this activity and some social implications 
(for instance, a kind of democratic interdepen- 
dence). Where the presence and internal activity 
of the players can only be imagined by the lis- 
tener, these lat ter  aspects of the music are 
evident only to the experience of the players. 
For the listener the sounds can only speak for 
themselves and for the devotion and skill of 
the players. 
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Two further thoughts: the score and its re- 
quirements for making this music is such that 
anyone seriously wishing to, whether or not 
musically trained or professional, can read and 
use it; the music might be an incentive to do 
that; that  is, to make performers of listeners. 
And, a more general thought, the movement of 
the music (and, I think, just about all the music 
I have worked on) is towards melody in its 
largest sense (as well as, sometimes, its familiar 
sense of the singable line). This may not be 

always obvious, but  then the times are not 
conducive to easy optimism. 

My goal is to turn the making of music into 
a collaborative and transforming activity (per- 
former into composer into listener into performer, 
etc.), the cooperative character of the activity 
to be the exact source of the music. My hope is 
to stir up, through the production of the music, 
a sense of the political conditions in which we 
live and of how these might be changed, in the 
direction of democratic socialism. 
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The Percussionist and For 1, 2, or 3 People 

by Allen Otte 
The Percussion Group/Cincinnati 

What  can all of this mean for the percussionist? 
What  reasons could a percussionist have for 
wanting to look at  this piece to begin with, 
and for wanting to know it  as well as Mr. DeLio 
does? If one did become interested, how does 
any of the preceding information and analysis 
apply to us? 

Firs t  of all, there are many goodreasons why 
a percussionist should want the experience of 
working on and learning from a piece of this 
nature. Most any composition with an unspe- 
cified instrumentat ion will provide the oppor- 
tuni ty for a percussionist to be creative and 
experimental (or simply to have fun) working 
with his favorite instruments. 

Over the years  The Percussion Group/ 
Cincinnati has always had in its repertoire 
some piece which offers us the opportunity to 
devise the instrumentation. We have sought 
scores wherein the composer - whose skill is 
in the design of systems and structures, situa- 
tions and contexts - makes allowance for the 
contribution of the percussionist, whose skill 
should be in the exhaustive knowledge of his 
instruments. 

Each of us will often have ideas for new 
in s t rumen t s  which we would l ike  to play;  
often the  design and construct ion wil l  be a 
mat ter  of some skill; sometimes i t  is simply a 
great  sounding skillet  found in a junk shop on 
some tour. Many of these new creations and 
sound-producing items will have to wait months 
or even years for the r ight  context - the score 
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of some composer - before it can be put to its 
intended use. This was probably the primary 
impetus for our taking up For 1, 2, or3 People. 
We were also aware of the ensemble sensitivities 
which this piece would require of us, and thus 
knew that we could grow as a performing group 
through our contact with this piece. 

As is often the case for us with such endeavors, 
the piece took many months in its evolution - 
the final (or current) stage being relatively 
"fixed" and bearing little resemblance to the 
earlier stages. Each of us developed a "set-up" 
prior to first rehearsals, and then began rather 
extensive modifications of these instrument 
groups (both individually and collectively) in 
response to what over-all collection of instru- 
ments and sounds would, beyond being indi- 
vidually desired, be collectively desirable, and 
as the requirements of our realization of the 
score became more apparent. Certain instru- 
ments may have sounded great, but proved 

insufficient or unwieldy; others needed not to 
be duplicated amongst us; still others had to be 
found just because of the need for certain corres- 
pondences between us. Thus, the evolution of 
the sounds heard here, completely apart from 
the actual musical events, was treated as a non- 
trivial compositional task, worthy of much time 
and thought. 

Our approach to the music itself took into 
account a certain historical perspective. Given 
that this piece was written nearly twenty years 
ago, we found it imperative to ask oursblves 
which of Christian Wolff's experiments and 
notions were still significant, or once again sig- 
nificant, or not yet sufficiently addressed by 
previous interpreters, or no longer - or at least 
not currently - of the provocative nature they 
were at the time of the work's inception. What 
elements could we bring to such a piece now, 
which, though they may not or could not have 
occurred to the composer in 1964, are neverthe- 
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less relevant to a performance today. And 
finally, what things must any performer bring 
to For 1,2, or 3 People no matter when he addres- 
ses it, or is addressed by it. 

Briefly- our realization of the sequence and 
flow of events was developed through many 
weeks of rehearsal, quite by trial and error, 
being careful to preserve things - or "kinds" of 
th ings -  which we found exciting, unusual, pro- 
vocative, fun, funny, etc., and finding ways to 
avoid, or simply rejecting, others. Though no 
two performances are quite the same, they are 
now quite similar. Thus the recorded version of 
our rendition actually loses not so much in its 
being one fixed version. A more significant 
absence is the visual element, which, though 
important in performances of all percussion 
pieces, is particularly integral here because of 
the special interactiveness required by this 
score. We watch one another certainly more 
than we look at our printed scores, and this 

clarifies for the viewer just how it is that  many 
of the events actually come about. Repeated 
hearings of one recorded performance, along 
with the information included in these articles, 
will begin to bring to life some of those dimen- 
sions which might be more immediate in a 
live situation. 

Any composition which requires the creative 
input of the performer implies a collaborative 
working relationship between the composer 
and the performer. But the composer is not pre- 
sent. All we have, to begin with, is the printed 
score and maybe some instructions. In order to 
bring about this mutually supportive relation- 
ship, it is necessary to understand, as best we 
can, what it is that  the composer wanted, and 
how we as performers of percussion instru- 
ments can join our wants, needs, and desires 
with those of the composer. Herein lies the 
importance of studies such as the one which 
Mr. DeLio has provided for us. 
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A Catalogue and Some Comments 

by Barney Childs I 
Since I was largely self-taught in music, I never 
had a real orchestration course; I therefore es- 
caped all the clich6s about percussion instru- 
ments and how one scored for them. As far as I 
was concerned they were independent sound 
sources just  like all the others, with a full 
dynamic range, a variety of sonorities, and a 
similarly potential expressive power. I learned 
first-hand about the instruments from inven- 
tive performer friends and not from books: Jack  
McKenzie, Tom Siwe, Tele Lesbines, Start 
Lunetta, Ron George. 

The first piece I wrote with substantial per- 
cussion parts was the Concerto for English 
horn, strings, harp, and percussion (1955). 
Most of the writing in it is straight ahead, but 
the lively middle movement, backing up an 
American Indian tune, brings in one percus- 
sionist at  a t ime with the first playing a steady 
beat  on one drum; the second, likewise but in a 
slightly slower steady tempo; and the third, 
likewise but in a slightly faster steady tempo. 
The Septet for instruments and voices, commis- 
sioned by Bennington College (1958), includes 
solo percussion, but the writing has no star- 
tling innovation, and the difficulties of perfor- 
mance have kept the work unheard since its 
premiere. 

In 1961, I was commissioned by the Univer- 
sity of Illinois percussion ensemble to write a 
big piece. I wrote asking for a list of everything 
they then had in the shop, and, on receipt of 
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the considerable catalogue, I divided it all up 
among nine players. The result  was Welcome to 
Whipperginny, I believe one of my best works 
and, as far as I know, the first percussion en- 
semble piece conceived almost completely hori- 
zontally and using indeterminate approaches. 
In it I developed a compositional idea I have 
drawn upon often since, tha t  of each player's 
having the same kinds of events (big solo, sub- 
solo, ostinato choices, etc.) but each playing 
them in different order. The piece was sketched 
out during my honeymoon in Yarnell, Arizona, 
on a six-foot strip of adding machine tape, the 
only suitable paper I could find in that  t iny 
town. In the free lines I worked with my enthu- 
siasm for what  Rudhyar calls "talking music" 
(as opposed to "dancing music"), with instru- 
ments often forgetting about any kind of steady 
tutti  pulse and presenting shapes, gestures, 
lines. Players move in and out of the conducted 
tempo, often depend upon ear-cues for entrances, 
exits, changes, often have choices among given 
alternatives about what to play and when. This 
shifting, ongoing continuum is cross-woven 
through nine brief tuttis, each using similar 
instruments and colors. Here also I was for the 
first t ime careful in selection of sonorities and 
stickings (almost always successfully, but a few 
changes had to be made in rehearsals), as, for 
example, the spinning of a large coin on a t imp 
and allowing it to come to rest, and calling for 
snare drum rim shots played by a hard rubber 
dog-chewing bone (color immaterial ,  as I was 
assured by Jack McKenzie on the occasion of 
the sparkling premiere of the work in 1963). 
I was enough of a rookie then to assume that, 
when the work was accepted for publication, it 
would get other performances right away; in 
fact it sat uncirculated with the publisher for 
more than  a dozen years before finally seeing 
the light. 

The Har t t  Chamber Players commissioned 
the Quartet for flute, oboe, bass and percussion 
in 1964. The percussion par t  is scored for drum 
set; I have never seen any reason to regard any 
style of playing or music as mutual ly exclusive 
of any other. The par t  moves about in a con- 
t inuum bounded by furious improvised jazz solo 
work at  one limit and totally-notated precision 

"legit" playing at  the other. There are four 
movements, each with ten parts; the ensemble 
plays as many  movements, each with as many 
sections, as they may please, with the move- 
ments performed in any order they feel to be 
suitable. My experience has been that  perfor- 
mers are fond enough of the piece that  they 
tend to play more of it than  one might expect, 
but why ever not? By curious coincidence Tele 
Lesbines, the Har t t  percussionist, was in 
Milwaukee du~ng my two years '  stay there, 
and brought his expertise from earlier perfor- 
mances to animate a powerhouse version of the 
Quartet there. I am very fond of the piece; I 'm 
sorry that  it must  be played from individual 
full score, since the purchase expense is thus 
probably a deterrent. 

I was fooling around one day with a bass 
drum, working out just how extensive a variety 
of sound could be made for it, and decided to do a 
piece with this material.  The result was Music 
for bass drum (1964), for three players, hands 
only. Each player has a sheet of sounds and 
rhythms which are his own, and he improvises 
his part  from this. If  the drum is big enough, 
theatrical elements can be introduced, since 
players must  move here and there about the 
drum to explore their varied sounds, and this 
was done effectively at a performance at the 
University of Illinois. The drum has also been 
amplified for performance at  the University of 
California, San Diego, the result suggesting an 
entire percussion ensemble. 

The three pieces,AnyFive (1965), Jack'sNew 
Bag (1966), and Nonet (1967), are related in 
that  each is a step toward developing a self- 
generating musical structure. The first, com- 
missioned by Phillip Rehfeldt for his colleagues 
at Northern Michigan University, provides 
eight parts (strings, winds, brass, keyboards, 
voice, percussion), any five of which may be 
used for performance. Each part  involves com- 
plete performer choice from a considerable 
range of sound events al ternating with timed 
silences. These in turn are interrupted at any 
t ime a performer may choose; using a spoken 
cue word, s/he requests thus a specific tutt i  or 
solo and, after this has been played, all return 
to choosing and playing. I t  should be evident 
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from this that  performer choice will be highly 
dependent upon close listening: what is played 
will be selected to fit w i t h -  or go aga i n s t -  what  
else is going on at that  moment. The percussion 
part  leaves instrumentation up to the player, 
calling for minimum one mallet  pitch instru- 
ment, three hides, three metals, and three 
woods. The work is probably the most often per- 
formed of my small-ensemble pieces, and, given 
enthusiastic personnel who enjoy "new music," 
produces excellent results with college-level 
players. 

Jack's New Bag, commissioned by Jack  
McKenzie's contemporary ensemble at  the 
University of Illinois and published in the first 
issue of Source Magazine, uses ten players, 
including one percussionist playing set and 
the other "legit." Its ten pages are played in 
predetermined order and call for an extended 
variety of sound sources, one of these being 
a wind-up hopping or jumping toy which is 
placed on top of a large drum. Less improvisa- 
tion is present than in previous works, but  
when material  is to be played during a specific 
page is often dependent on the player's sense 
of context. 

The Nonet, written on request for a sub- 
sequent issue of Source, is set up so that  each of 
its nine parts is assembled individually by the 
player using lists of alternatives and durations 
and the "event machine," t ransparent  and 
opaque rotating discs which are used to assign 
and order performance material.  Minimum in- 
strumentation for the percussion part  calls for 
three woods, two sharp metals, two resonant 
metals, snare drum, and three hides. No par t  
has anything to do with any other part; the 
piece is nine independent simultaneous lines. 
Because of the nature of the material,  however, 
the piece is far more open, coloristic, evocative 
than one might expect, including spoken and 
whispered words for all players. 

At that  time, the UC Davis New Music 
Ensemble included briefly among their  re- 
sources an E ~ contrabass sarrusophone, and, 
when the group's percussionist, Stan Lunetta, 
told me about the instrument - you write it, 
we'll play it - I composed probably the most 
implausible work in my catalogue from the 

standpoint of performance frequency, The 
Golden Bubble (1967). The work is for the 
sarrusophone and solo percussion; its title 
is the name of a slightly seedy casino-bar- 
res taurant  in western Nevada on Highway 
395. Unfortunately, the sarrusophone packed 
up mechanically before the work could be per- 
formed, and apparently the Ensemble's local 
instrument  repair man, faced with the choice of 
fixing it or keeping up with his quota of high 
school band instruments to be overhauled, 
made the sensible choice. Remarkably, how- 
ever, the work has been performed at  least once 
that  I know of; even more remarkably,  i t  i~ 
published, an astonishing act of faith in view of 
most publishers' concern with quantity sales. 

Four Feathers, for percussion quartet  and 
tape, was composed in 1968 at the request of 
Steve Silverman for his New York-based quar- 
tet. I t  is a kind of compendium of previous prac- 
tice: players choose what  they wish to play from 
the material  provided when they wish, all man- 
ner of sound sources from street beats to "new 
music"-sounding licks to ostinatos to speaking 
and reading aloud, with tutti  cues which may 
be used at any time. The accompanying tape in- 
cludes intermittent  bits and chunks of s o u n d -  
a poker game, a bad junior high school string 
orchestra, interrupted readings of texts and 
bits of music - and, at four points, maybe 30" 
each of tape solo, electronically generated 
random-pitch lines in catchy rhythms. Each of 
these is backed by one of the players. The four 
parts are slanted toward the specialties of the 
four original performers - Latin, jazz, etc. I t  
was premiered with special lighting effects 
which, I am told, worked well. 

Two percussion parts are included in The 
Bayonne Barrel and Drum Company (1968; 
commissioned by Wendell Logan, then direct- 
ing new music at Ball State), my usual (by 
now!) set and legit pair. The work is for impro- 
vising wind instrument  (who ideally plays in 
post-Coltrane style), 13 solo winds, and piano 
as well as the percussion; as such, it is a kind of 
chamber concerto, and probably, therefore, 
doesn't need further discussion in an article 
limited generally to small ensembles. 

In 1970 I began a series of etudes for solo 
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snare drum, Out Back of the Drum Shop, origi- 
nally planned to include a dozen or so. Unfortu- 
nately, the pressure of sloth and other commit- 
ments set in, and so far there are only four, the 
first three of which appeared in an earlier issue 
of this journal; dig through your files! 

The Quintet for winds, harp, and percussion 
(1974) was commissioned by Richard Moryl for 
his ensemble. Only about, eight minutes long, it 
is almost a slight piece. At one point, one of the 
percussionists is asked to improvise in a style 
similar to that of Sunny Murray, whose work I 
have respected and admired for some time, and 
whose views on what c a n -  and should-  be done 
in music should be read by other percussionists. 
For example: 

So many people believe that to be avant-garde 
is to furiously beat the drum set as fast and hard 
as you can, which isn't so....I've been trying to get 
away from beats. It's very hard. But something 
comes to me and tells me there are other ways. 
Most avant-garde horn players and lightweight 
piano players relate to the beat on the drums, 
which only brings them to one understanding. 
But  it's about understanding the meaning of 
acoustics - how not to relate to beats so much be- 
cause beats is just  a hereditary force that has fol- 
lowed us all these years. 

Like, to get away from beats is to get away 
frompoverty. 

(Quoted by Robert Levin, "Sunny Murray: 
The Continuous Cracking of Glass," Giants of 
Black Music [New York, 1979], p. 63.) 

The work is not particularly difficult but 
requires very sensitive listening by the 
performers. 

Some years ago, a contest was announced for 
a work for mallet instrument and an accom- 
panying instrument. Why not, I thought, have 
a voice for accompanist? Lanterns and 
candlelight (1975), for marimba and soprano, 
was finished too late for the contest, but that  
was no bother: who wins contests? Some sopra- 
nos don't much like the idea of being accom- 
paniment, of sitting to one side of and behind 
the marimba solo, but I figured those people 
wouldn't want to do the music anyway. The 
only text is from Orlando Gibbons' "The Cries 
of London": "Lanterns and candlelight,/Hang 

out maids for all night," which dissolves and 
blurs into varieties of vocalise, including 
microtonal inflection and a genteel sort of scat- 
ting. The work includes brief variations and 
"shadow variations" on the Crusaders' "Free- 
dom Song," as well as a virtuoso marimba pas- 
sage based upon part of a 1940s recorded perfor- 
mance of "Stardust" by Lionel Hampton. 

Bowling again with the champs (1976) is for 
six-player improvisation ensemble and tape. 
The tape part is a half-hour regional bowling 
show, recorded in 1970 or 1971, for some then 
as yet unknown future use, as surely the dul- 
lest show I had ever heard and hence well 
worthy of being memorialized in a composition. 
The opportunity came with the growth here in 
Redlands of the Improvisers' Orchestra, di- 
rected by Jim Fox (cf. Advance Recordings 
2FGR-2AS). The work is for their instrumenta- 
tion, four winds and two percussion, with the 
option of any or all performers doubling o r -  is 
there multipling? The tape runs throughout; 
the players have previously decided in what 
order they will deal with a number of sections, 
almost all verbal instruction, telling what sort 
of thing should be done. 

A confection written in 1978 is 
Featuring: "Mighty" Joe Nowhere 
und die 
Greater Wairopi All,Stars. 

The work is for seven similar instruments 
(seven flutes, seven trumpets, whatever). It can 
also be played by seven percussionists, each 
with one item to strike. The piece is simplicity 
itself as far as percussion technique is con- 
cerned, and can even be played by amateurs, 
but it requires extremely careful counting; 
each part is a different extended grouping of 
lively repeating eighths and rests, all players 
at the same snapping steady tempo. It 's trickier 
than it looks! (Wairopi, by the way, is a trailsite 
in the Owen Stanley mountains of New Guinea, 
so-called because at one time there was a bridge 
there made of wire rope.) 

From the same year, at the MacDowell Col- 
ony, is the Overture to "Measuring a Meridian," 
for wind sextet and solo percussion. The percus- 
sion part has a separate existence as Seven 
quiet studies, useful pieces, I would think, to 
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initiate students into playing in a simple 
multiple-instrument setup. Each is in a differ- 
ent tempo, uses a different four instruments of 
the seven present, and explores different com- 
pound and additive rhythms in or outside of 
the beat. 

I also wrote, during that  Colony stay, the S/x 
gamut studies for solo marimba. Each explores 
a different limited gamut  of pitches, each pre- 
sents quite a different mood from the others, 
and each attacks particular technical prob- 
lems. As few or as many can be performed as 
wished, and in any order. I wrote the piece for 
the young percussionist Deedee Schwomeyer, 
whom I had heard - and been impressed by - 
previously on a visit to Indiana State Univer- 
sity at  Terre Haute. She was later able to 
premiere the music, which is a situation all 
composers can wish for. 

I I  
That  ought decently to be enough, but the 

editor wishes yet more: analytical/philosophi- 
cal, sayeth. Writing about music: "what has the 
world of verbal discourse to do with the ac- 
tivities of musicians?" (Maria Rika Maniates), 
or, from a G. K. Chesterton short story, " 'Some- 
thing might be done with music,' murmured 
the Count dreamily. 'It  would be batter than all 
these words.' "Wri t ing  about one's own music: 
ACHTUNG MINEN! a delightful snare; the 
confessional booth, the psychiatrist 's couch, the 
encounter group: indulgence goes forth unre- 
buk'd, vanity unscourg'd. Lookyere, folks, 
thisyere's how I done it! 

Percussionists are generally a fortunate lot 
(setting aside the necessity of transporting a 
small truckload of instruments). They are not 
bothered by a heritage before which to do obei- 
sance, on Meisterwerke by the powdered wig 
set to be memorized and made obligatory. They 
are the only instrumentalists who have sounds 
and sound sources available from everywhere 
for study and enjoyment; there aren' t  Javanese 
violin sonatas, South Indian oboe concerti, 
Yoruba organ voluntaries. They may draw 
upon a vast  range of instruments, of every 
degree of sophistication, with the only real 
build-your-own capacity available to serious 
performers. They work in a greater world of 

dynamics, from the fraying edge of inaudibility 
to apocalyptic chaos. They have a t reasury of 
colors, not just what you hit but what  you hit 
it with, and where, and how. 

The first percussion solo I heard, as a child, 
was Nola for the marimba. This is exactly as it 
should have been. 

Our percussion tradition has been peculiarly 
our own: Europe had no symphony band and 
marching band tradition, and I can't call to 
mind any great past European jazz drummers. 
I have suggested elsewhere that  America's 
unique contributions to music in our century 
have been jazz and indeterminacy, similar in 
that  performances in both of a given work are 
unique, shaped by the performers, and (until 
the advent of sound recording in the first case) 
ephemeral: they mat ter  in the act, in the doing. 
And the history of proscription of both by musi- 
cal Authority is certainly by now familiar. 
Only in the last thir ty years have we come to 
recognize that  sound no longer has to have 
something invented for it to be about, some 
special justification. Why keep everything tied 
to a beat? why is music only tune-and-accom- 
paniment? why are rhythm and timbre merely 
p a r a m e t e r s  to be serialized? who needs 
hierarchies? 

With the development of a literature, how- 
ever, has also come the seemingly inevitable 
creeping miasma of critical pronouncement, 
that  plague germinated by the assumption that  
esthetic validity is somehow a direct function 
of scholarly analyzability. David Schiff uses 
the term "High Modernism." This movement 
produced works such as Schoenberg's Third 
Quartet and Bartok's Fourth, Webern's Sym- 
phony and Stravinsky's Apollon Musagete. 
Although these pieces once seemed stylistically 
antagonistic, they now appear to share progres- 
sive concerns more profound than the merely 
stylistic elements of neo-classicism, folklorism, 
or serialism. The High Modernist composers 
sought an autonomous, non-referential musical 
language. I f  the goal of the experimental com- 
posers was transcendence, the goal of High, 
Modernism was immanence. 1 

For both composers [Carter and Ives] any 
music that is reducible to a few easily imitated 
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tricks fails to achieve the ]hll potential of musi- 
cal expression. Music has ~o have the complexity 
of natural phenomena - or of cities. And  it has 
to be as intellectually challenging as the best 
poetry or philosophy. 2 Schiffs other "tradition 
of advanced music in this century" is "the 
experimental tradition": Experimental com- 
posers have sought a total break with the Euro- 
pean musical past. They have been interested in 
using sound per se, sound stripped of its cultural 
history, and breaking down the barriers between 
music and the other arts. 8 This binary division, 
incidentally, is symptomatic of a problem I will 
mention shortly. 

Classical indeterminacy has very recently 
been awarded the scholarly imprimatur  as 
legitimate for research and investigation, dis- 
sertations, honors projects: the academic bar  
sinister would appear to take about twenty 
years to remove. A dramatic parallel of this was 
surely the 1982 glossy hi-tech New Music 
America, in Chicago, in which many  of the 
hitherto proscribed old masters  of indetermi- 
nacy and its stepchildren were suddenly re- 
vealed in the role of old guard; the same music 
published years before in such periodicals as 
Source and played rarely, if  at all, became over- 
night everyday historical backdrop for the cur- 
rent  New. Peter Gena's recent article in 
TriQuarterly 4 is an excellent example of this 
historical remove in action. A direction 
suggested is, of course, the re-interest in the 
philosophizing, the attitudinizing, behind the 
music: Thoreau and Joyce, among others, have 
now become of re-awakened esthetic interest, 
and any gathering of remarks  by younger 
European composers (as, for example, that  in 
the December 1980 issue of Interface 5) fur- 
nishes, maybe predictably, captivation with 
the latest critical Crackerjack-prize novelties. 
This whole swarming inevitably reminds me of 
Yvor Winters'  epigram at  the time oflYIelville's 
critical re-discovery: 

To Herman Melville in 1951 
Saint Herman, grant me this: that I may be 

Saved from the worms who have infested thee. 
And even a mention should be more than  
enough about recent scholarly work on jazz. 

I have spent some time on this because I 

think tha t  it 's important in any approach to 
contemporary percussion writing. Jean- 
Charles Frangois' article in Percussive Notes 
puts the case well for the movement of im- 
mediate percussion thinking away from "a 
tradition in which a musical discourse is un- 
folded with a formal identity and an ultimate 
signification. ''6 Schiff cites Varese's "explora- 
tion of percussion," but Ionization is certainly 
informed with such identity and signification, 
in connection with the composer's presumed as- 
sumption that  the musical analogue of ioniza- 
tion would be best presented by percussion 
ensemble. And a look at  some of the solo and 
chamber work, a particular genre of "monu- 
ments," shows that  it's not often percussion as 
itself, affirming itself, but percussion animated 
by the ongoing requirements of some extra- 
percussion assumptions or structure or opera- 
tion: Histoire (right on, Martin Luther! 
the Devil DOES get the good tunes!); Stock- 
hausen's Refrain (mannerist confectionery) 
and Zyklus (the music as audible working out 
of process); Boulez' Marteau...Yet somehow 
New World composers, regardless of the degree 
of animating process or structure, seem closer 
to the material,  the very stuff of sound from 
which the music grows: the Chavez Toccata; 
Wuorinen's Janissary Music; Feldman's The 
King of Denmark; music by Harry  Partch, by 
Warren Benson, Edwin London's extraordi- 
nary PoebeUs... 

It 's disastrously easy to accept the assertion, 
often still found in critical and instructional 
writing on music, that  the 50s and 60s provided 
two competing and inimical directions in seri- 
ous music, the movements away from order and 
toward order. This is yet another example of 
the Western intellectual heritage's apparent 
necessity for binary thinking, the popular 
shape being either you are an X (hence a good 
guy) or a Y (therefore a bad guy), reasoning 
whose immediate next step is "Therefore, hur- 
ray for X and stamp out Y!" 

The endless dualisms, of spirit-matter, imag- 
ination-fact, even down to that of  class, have led 
to a position psychologically where modern man 
is already born into division, and his capacity 
for balanced life seriously weakened. 7 
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In actuality, these supposedly divisive de- 
cades were those of the dissolving of the High 
Modernist barriers not only in musical function 
- one wasn't simply a composer or a performer 
or a dancer or an audience member - but also 
among previously rigorously compartmented 
musical "styles" and genres. An audience now 
exists for new music (largely through record- 
ings and radio/video) which is equally at home 
with Anthony Braxton, George Crumb, Talk- 
ing Heads, Lester Bowie, Charles Amirkha- 
nian, Fear, Robert Marley, Meredith Monk, 
Harold Budd, the Residents, Philip Glass. And 
many of this audience are not necessarily musi- 
cians - rather, they are painters, dancers, per- 
formance artists, film-makers, all of the above, 
none of the above...Developments of these de- 
cades have been coincident with those of per- 
cussion.. With its fortuitous lack of heraldic 
tradition, its international resources, its range 
of capacity and continuing exploration, and its 
laissez-passer to all manner of musical genres, 
it provides the performer the opportunity, un- 
matched by other instruments, to have at hand 
a wondrous variety of musical hats to wear, of 
ways to be heard, to affirm, to create, s 

I 'm all for co-existence, and my view is 
MORE MUSIC MORE OF THE TIME. Should 
one wish to compose in any of the high-culture 
bags, fine and dandy -  Leonard Ratner, my first 
composition teacher, once remarked to our 
class, "Let him who is without synthesis among 
you cast the first s tone"-  but it has never suited 
me to do so. I guess I've always felt that  perfor- 
mers ought to be given something to play which 
they can enjoy, else why put in all those years of 
practice and study? Give 'em music that is fun 
to play rather than mere technical or intellec- 
tual challenge. I'd much rather be told by a per- 
former, "Hey, man, playing your tune is a 
blast," than reading something, even similarly 
directed, by a reviewer. I write whatever sound, 
or choice of sounds, that  I think will work at 
that  particular moment (but don't we all?), in- 
cluding, of course, citation, echo, parody, the 
image as image, surprise, whatever. Limits, 
after all, to cite Charles Olson, "are what any of 
us/are inside of." 

One of the reasons writing for percussion is 

special is that  one doesn't have to bother with 
pitches except by choice. Many of my composi- 
tion students become extremely self-conscious 
about pitch, fighting their way through its 
enormous swathing web of implications and as- 
sociations, and at this point I find assigning 
them a work for, say, percussion trio, NO 
PITCH INSTRUMENTS, can be usually 
therapeutic. Further, the conventions of per- 
cussion present themselves ideally suited for 
fooling with, openly and affectionately, as such. 
Percussion instruments have for me an im- 
mediate capacity for being themselves; listen- 
ing to (and watching) someone playing the 
snare drum is different from listening to (and 
watching) someone playing the violin, or piano 
or clarinet or whatever. 

B U R L E T T A  
( f rom O u t  B a c k  o f  t h e  D r u m  Shop)  

Slow gr ind  tempo 

wood s t icks  . . . .  - ' - "  - ~-~- - 
vary  dynamics  bu t  
genera l ly  on the  f s i d e  

,, ,.- .I .-. J.   .,Letc. 
E x a m p l e  1 

The instrument here affirms itself as it is, and, 
further, the music is clearly also about the in- 
strument and about someone involved in play- 
ing it. In a similar vein, the next extract is not 
only about the snare drum being about itself in 
the convention, but is also an example of fool- 
ing with expectation - when will it next hap- 
pen, or will it happen at all? (Example 2) 

As I began to have opportunity to hear per- 
cussion music, I was bothered by what seemed 
its extensive subservience to steady pulse. I 
finally realized that percussion instruments 
had had to outgrow their role in Western tradi- 
tion as providing useful music, for people (mili- 
tary or otherwise) to march to and, in some 
cases, to dance to. 9 The instruments had to be 
discovered by composers as being capable of 
self-affirmation in their own terms, and with 
this discovery came, of course, the ability to 
draw upon the tradition as a tradition (I enjoy, 
for example, the moment in Any Five at which 
the player decides to carry out the instruction 
to read aloud from any pedagogical work on 
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Example 2 

percussion). Once this happened a new perspec- 
tive on rhythm also became available. 

When I wrote Welcome to Whipperginny ("the 
land where none grows old") in 1961, I didn't 
have a clue about the doctrinaire nature of the 

various rationales summoned up for indetermi- 
nacy. I thought that  turning various rhythmic 
lines loose against one another would provide 
an exciting counterpoint not only of lines but of 
timbres, the nature of each instrument gener- 



A Calalogue and Some Comments  67 

ating the kind of music that I felt best ex- 
pressed it, capitalized upon its being itself. 
Each line would have not only its own govern- 
ing pulse (and this could alter, getting faster or 
slower) to the player's own guidance but also to 
this guidance in its sense ofrubato and gesture, 
of"expressivity" both implied in the individual 
line and composed into it. These strands would 
run through a number of sonoric tuttis scored 
by timbral or obvious similarity (three gongs, 
three bass drums, three snare drums, the mal- 
let instruments plus celeste, etc.) and extended 
at the conductor's discretion. The tuttis would 
not be interruptive, ~rnishing instead a sort 
of brief translucent illumination, so to speak, 
over and through the ongoing linear activity. 

In considering this and other recent ap- 
proaches, I 'm led to provide a rumination about 
musical perception and temporality that has 
developed along with the music of the last 
three decades. 

I I I  
The present preoccupation of music criticism 

and analysis may be neatly sketched by sub- 
stituting "musical" for "literary" in this pas- 
sage from a work on literary criticism by Frank 
Lentricchia. 

The crisis is genera ted-  I can pu t  this only in 
crude fashion here - by, on the one hand, a con- 
t inuing urge to essentialize literary discourse by 
making  it a unique k ind o f  language - a vast, 
enclosed textual and semantic preserve - and on 
the other hand, by an urge to make literary 
language "relevant" by locating it in larger 
contexts o f  discourse and history. ~° Only occas- 
sionally have there been expressions of dis- 
satisfaction with this bias, as, for example, 
David Epstein's concern that musical struc- 
turalism has...become the predominant  mode of 
discussion within the field o f  music theory. 
Other approaches to content, particularly those 
concerned with affect or expression, have been 
consigned to the passe. The nonverbal aspects of  
those approaches and the inability to discuss 
them with clarity or precision make them unpro- 
ductive topics and at times embarrassing ones. n 

Immediately involved is the problem of aural 
continuity. Sound-frequency, pitch-is discon- 
tinuous pulses that appear to impose themselves 

as a continuous event, despite our demonstra- 
ble knowledge that  it is discontinuous. 

suspended 
cymbal; soft ° ~ . 
mallets 

Example 3 

Likewise, a motion picture, a TV program, is 
really a rapid succession of single pictures, but 
we invoke "willing suspension of disbelief" 
and go with the illusion of motion, even as we 
usually accept without concern the status of 
each of us as minute electrical impulses. As 
humans, we are stuck inside built-in acoustic 
limitations, reaching beyond these only by 
ornate conventions. Recent grumbling about 
the inadequacy of these conventions, and about 
the language we use to discuss them, should be 
dismissed: the game may appear rigged, but it's 
the only game in town. 12 

One of the illusions we can consider here is 
that  of musical "motion." A fairly representa- 
tive sample of recent critical activity so di- 
rected is Christopher Hasty's article in JMT.13 
Since it is not the material world itself but our 
mode of  cognition which creates temporal rela- 
tions [obvious, since the idea of  relationship is 
our invention] let us locate continuous change in 
the activity o f  our attention. (191) 

Instead, i f  we are able to perceive the two tones 
as a unit  (that is, as a duration), the immediate 
qualitative change introduced by the second 
tone must  be thought o f  as permeating or "spread- 
ing through" the two events us a mutual  condi- 
tioning or relationship, imparting to both tones 
an order. (191) I have paraphrased this sen- 
tence to eliminate what appears to me to be a 
fuzziness in conception. 

Instead, i f  we choose to perceive a tone and its 
immediate successor as a unit  of  duration, we 
can i f  we wish attribute to the second tone some 
influence in its nature as the second, as after, 
which permeates, "spreads through" the two 
events as a mutual  conditioning, establishing to 
our satisfaction such relationship as a way 
to order beyond simple succession. Hasty pro- 
ceeds to a discussion of music by Webern and 
Wolpe, using the familiar analytic conventions 
to illuminate his thesis that  chromatic music 
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with its ultimately undifferentiated twelve 
pitch-classes, in order to establish its own form 
of motion, requires a more highly differentiated 
or fragmented treatment of duration. (194) 

The phrase "order beyond simple successiSn" 
leads easily to another matter for discussion. 
Although not a psychological limit or "built- 
in," certainly what Wallace Stevens calls our 
rage for order seems to be an apparently ines- 
capable human desire. Not only do we regard 
some phenomena as more important than 
others, but we seem inevitably to need to qual- 
ify, to arrange, these events into relationships 
and categories and hierarchies. 

~owbell; J 
woodstick 

suspended ~. mf 
cymbal; soft 
mallets o. 

PP 

Example 4 

The single different event snaps our percep- 
tion into action; we recognize it as somehow 
special, maybe important, by its singularity, 
against the generally lmdifferentiated and 
probably ever less arresting background sound. 

cowbell; J J 
woodstick 

suspended ~ mf 
cymbal; soft 
mallets o - 

Example 5 

Now our perception has another level at 
which to operate. The fact of reappearance of 
the cowbell sound is particularly important to 
us because it is a re-appearance; it may, as well, 
lead us to speculate about the possibility of, 
maybe even the nature of, some relationship, 
one to another, of the two cowbell sounds. Is 
it of any satisfaction to state merely that one 
is before the other? without saying how much 
before the other? Our own orientation can say 
"a long time" or "a short time," but is this 
sufficient? how long? how short? can we resist 
man's enthusiasm for assuming some kind of 
continuum decided by the consideration of any 
two phenomena? and thence to the appeal for 
some manner of measure to quantify the 
relationship? 

We do have available some built-in scales for 
this, the presence of natural periodicities, most 
immediately our own pulse, which we can use 

should we so wish, but for many this will be 
dismissed as relative and imprecise. Some 
dependable external pulse must apparently be 
sought, perhaps a natural feature such as the 
steady dripping of a faucet, to satisfy our wish 
to quantify. What we will probably end up with 
will be "timing" the duration in seconds, with 
watch or metronome. 

cowbell; 
woodstick J J J 

suspended ~ mf 
cymbal; soft 
mallets o -. PP 

Example 6 

Now we have not only a "shorter" and a 
"longer" time, but also if we wish we may use 
the first to relate quantitatively to the second 
in a ratio: the longer duration is so many times 
the shorter one. 

At this point it has perhaps become obvious 
to some of you that what I have been doing is 
empirically developing that range of scales for 
measure explained by S. S. Stevens and applied 
to the discussion and composition of music in 
the pioneering work of Ben Johnston. A nomi- 
nal scale distinguishes only same and different. 
An  ordinal scale also distinguishes more than 
and less than. An  interval scale distinguishes 
equal increments of changes between greater 
and less. A ratio scale provides relationships 
between different scale positions. 14 To complete 
the exposition of this material we need two 
more examples. 

cowbell; woods okJ J J J J.J J j J 
suspended ~. mf 
cymbal; soft 
mallets o - 
Example 7 

cowbell; J J J J J ~ J woodstick 
suspended ~ mf 
cymbal; soft 
mallets o. 

Example 8 

We no longer need speculate upon the nature of 
external measuring scales; the musical work 
now provides, in terms of the composition itself, 
those scales ready-made, comfortably estab- 
lishing relationships which generate the piece, 
which, in a sense, define the piece. 
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But  the retroaction of musical things on each 
other is not merely replacement by different 
th ings -  the syntactical landscape is at all times 
connected, and ordered by the uniform projec- 
tion of quantized qualities; so that everything 
possible in a musical landscape at any moment 
is or "can be made to be" commensurable with 
everything else. 15 Outer world sounds suddenly 
become un-listened-to. We hear now within the 
piece; we pay attention in terms of the "syntac- 
tical landscape," often with a regularity that 
can enable us to tap our foot. The music becomes 
its own set of relationships, and we can then 
speak of "musical time." 

But which bell-sounds are important? is 
there any focus of "value," of "making sense"? 
Determining this in terms of musical structure 
has been a matter of contention. 16 Importance 
has been variously related to the coherence or 
validity of the structure, to implicit composi- 
tional apparatus or intention, to style, to con- 
vent ion-  even, on occasion, to the machinery of 
analysis itself beyond the listener. Each new 
bell-sound is of immediate focusing impor- 
tance, assuring us at the moment of hearing 
that there is that  sound available to us to relate 
to our previous experience and furnishing 
implication that there may well be other such 
sounds to come. The first bell is "important" 
because it is a distinctively different sound 
from any yet heard; the second because as a rep- 
etition it places the first in a new perspective, 
providing the possibility of re-repetition and 
occurring after a specific fixed duration; the 
third in that it further settles the possibility of 
repetition, affirming that it may be at a specific 
temporal interval, and may also suggest to us, 
given a scheme of repetition, the possibility 
of a bell sound not happening when we expect it 
may, etc. None of them is the sound; we think at 
each now (Hasty's term "perceived present" 
seems redundant to me: can there be any other 
kind?) in terms of what has happened over the 
immediately remembered "past." 

And yet some events seem, for each of us, par- 
ticularly to focus, to organize, to shadow, other 
events, polarizing 17 what we have heard in 
terms of what we are hearing: now, continu- 
ously, what each of us has heard is being re- 

cast, perhaps re-ordered, and we thus come to 
regard it with not just a sense of ever-"chang- 
ing" but also with an accruing complex of as- 
sumed relationships. 

suspended ~ mf 
cymbal; soft 
mallets o. 

Example 9 

wood block; 
medium rubber ; 
mallet 

We never feel the same about the first wood 
sound after we have heard the second. The per- 
ception of these relationships also enables us to 
develop such ideas as "time streams ''is and 
suggests some of the in-house ways, as ornate 
as we wish to make them, of assembling these 
relationships. 

What we hear in music is, of course, con- 
ditioned by the degree of familiarity we may 
have with the convention which the composer 
has drawn upon, with musical "style" or genre. 
We're generally taught to regard particular 
sound-events within a style (as, say, a cadence 
in work based upon tonal-functional harmony) 
as being of paramount organizing importance. 19 

I have already suggested that we listen also 
with anticipation, extrapolating the appear- 
ance of sounds to project a possibility of further 
appearance or reference. As Hasty says, the 
illusion of musical motion "takes on a special 
quality of tendency or direction - 'toward' 
or 'away from.' " (192) Certainly one of our 
built-ins, while not physiological, is, in Paul 
Fussell's words, the fundamental intellectual 
and emotional figure of thought, by which the 
past is conceived as back and the future as for- 
ward...the whole alliance between temporal and 
spatial that we use to orient ourselves in time 
by invoking the dimension of space. 2° In music, 
and in its notation, this is obviously augmented 
by a similar conception of spatial "high" and 
"low" applied to pitch (frequency), hence appar- 
ent motion "up" and "down," and, in certain 
analytic apparatus, the "foreground" and 
"background" of visible perception have been 
adapted to discuss musical perception. All this 
provides a conventionalized "field," the obvious 
theater for the concepts of musical narration 
and even action. 
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Visual space and acoustic space are, how- 
ever, quite unalike. The latter places us in the 
center of a perceptual sphere "without fixed 
boundaries, space made by the thing itself, not 
space containing the thing. ''211 have cited else- 
where examples of the adoption of acoustic 
space perception as perceptual order, with obvi- 
ous examples in the work of John Cage and 
W a l l a c e  S t e v e n s .  22 With this viewpoint we are 
removed from the confilsions which clutter 
working from the model of visual perception, in 
which the "framing" nature of our seeing led 
artists to the problem of inventing perspective 
and then to the even more pesky eventual com- 
pulsion to un-invent it. We have available a 
mode of hearing in which we may regard, 
analogically, the present as a center of personal 
acoustic space. Our attention to the present 
event includes that power, ever renewed, of 
focus, of altering, shado~dng our perception of 
what we have heard and what we are hear- 
ing. 23 Musical line or gesture or "gestalt" now 
"makes sense" only in terms of that immediate 
present event: "time made by the thing itself, 
not time containing the thing." 

Thus far I have been discussing the music in 
terms of our first hearing. Certainly the inte- 
grating and assembling totality of how we are 
thus hearing it affirms our anticipation of 
being able to deal with the work when we hear 
it again. We will know then what's coming, and 
each moment as we listen is tinged with certain 
anticipation of what we may surely expect yet 
to be heard. We may regard the whole piece 
now as an entity in terms of known relation- 
ships; we can slip back into the piece as into a 
well-fitting shoe. The individual event is heard 
and anticipated and remembered in terms of its 
being part of an inter-related known totality 
of such relationships: t}m piece as a whole 
assumes an internal consistency. It becomes a 
world we know our way around in. Surprise 
is gone; convention is deepened. 

But what happens if we hear it again and it 
isn't the same? Analysis has tried but feebly to 
deal with situations having variable relation- 
ships. 24 Present-event listening, as I have de- 
scribed it, can be of much help. The growth 
and nature of indeterminate music is by now 

well documented. More pervasive, however, is 
the general direction taken from empiricism's 
affirmation of associational principles as 
organizing force in the arts, and I have demon- 
strated elsewhere 25 how the interchangeabil- 
ity of material in Whitman's catalogues is a 
step in the direction to the poetic of Williams, 
Pound, and Olson in affirming surface as struc- 
ture. Interchangeability of musical material, 
dependent on composer or even performer 
choice, produces an unpredictability leading 
to such convention-oriented terms as "sus- 
pended" time or "fragmented" time, and the 
like. What is being fragmented? doesn't our 
capacity to remember constantly serve up per- 
ceptions whose only order and relationship is 
the sequentiality in which they occupy our 
attention? Any fragmentation that's being 
done is with a convention'd artifice, an inven- 
tion of how we order perceptions. Where did the 
pre-fragmented original exist? 

What we hear is what's there: "tangled with 
earth all ways we move." We assemble the 
piece for ourselves and form relationships as we 
please in any hearing, controlled by our 
choices, just as the performer, the composer, 
assembles it by choices. 

In conceptual and performance art, the piece 
enacts its own rationale: surface is im- 
mediately and finally paramount. The musical 
activity, as the objects or actions, is its own 
documentation, or may include this, and its 
own "self-reference; often the artists define the 
intentions of their work as part of their a r t .  ''26 

Greil Marcus points out that  certain "post- 
punk" singers are not exactly s inging "as them- 
selves," not in the way pop music  has led us to 
understand the idea. They are not.. .singing to 
refine an individual sensibility, or to communi-  
cate personal knowledge, or to project a person- 
ality or a persona on the world. Rather,  they are 
s inging as factors in the situations they are try- 
ing to c o n s t r u c t .  27 

cowbell; 
woodstick J 

suspended ~ m f  
cymbal; soft 
mallets ~' ]2/J 

Example 10 

wood block; 
medium rubber | 
mallet w 

P 

J ;  J 
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Again, this will provide surprise only on first 
hearing, in terms of something happening con- 
t ra ry  to our expectation. Occasional omission 
can easily be accounted for in terms of our 
within-the-whole-piece concept. 

cowbell; J 
woodstick 

suspended ~ mf 
cymbal; soft 
mallets o" /yJ 

Example 11 

wood block; / 
medium rubber ~ 
mallet 

J J 

I f  our f irst  tone lasts too long or is separated 
from the second tone by too long a silence (let us 
say 15 seconds) a unification o f  duration will  
not take place - we will  in a sense lose interest in 
it and begin to perceive its duration externally 
against  the background o f  our changing sensa- 
tion or wandering thoughts. 2s It  is this very 
background, dismissed by Hasty as a kind of 
t r ivial  filler for our lost interest,  which is vital.  
Cage's anechoic chamber anecdote and his com- 
position 4'33" help remind us tha t  this is a sub- 
s tant ial  par t  of the experience of listening, a 
built-in tha t  the tradit ion of Western art  music 
has encouraged us to subdue. Our memory, 
while we listen, summons up anything i t  
chooses, with equal ease, from the "past" or 
notices anything in the "p~esent"; each of us 
hears uniquely in these terms. What  is thus 
added to the variably demanding inside-the- 
music at tention as we are imposing i t  is this 
personal reference, the connotation, if you 
wish - not merely a penumbra but  a vital  par t  
of the experience of l istening and, of course, to 
thinking itself. 

This should not only be familiar  to you, but  
may be personally evocative as well. 

suspended 
cymbal soft 
mallets o" 

Example 13 
Here we 

beyond the 
which will 

cowbell; 
woodstick J 

mf 

recorded performance of I 
I Glenn Miller band playing I wood block; [ "Sunrise ~erenade" 

medium rubber | 
mallet d J 

P 

J J J J J J J o. 

have added something surely 
inside-the-piece limits, sound 

inescapably summon up to an 
American l istener some kind of personal reso- 
nance, from the mild recognition tha t  here's 
a citation of some kind of old pop music to 
"My God! I used to dance to tha t  when...," with 
the at tendant  rash  of immediate special re- 
sponses, depending of course on our individual 
acculturation and convention. A native of the 
New Guinea back country will have none of our 
responses but  plenty of his own. 

We can, if  we wi.sh, deal with the "past" in 
terms of metaphor, stil l  another of the manners  
of ordering which Western man seems to 
demand, wood block; 

medium rubber | 
mallet w p 

cowbell; woo  ic ; J j J J j suspended 
cymbal; soft ~ mf 
mallets o" Chorus sings "Onward 

P/' Christian Soldiers" 

Example 14 

The imaging o f  aural - as distinct f rom 
"tonal" - comprehension (to derive specific 
images, as in dream, f rom aural patterns) is the 
condition o f  deja-vu, or t ime confusion. The 
effect gets watered down, but  can be prolonged 

J 
J 

f R R L L L R R L L L R L R L R  L R R R  L L L R L R e t e .  

suspended 
cymbal; soft ~¢ 
mallets o"  

wood block; 
medium rubber J J 
mallet  1~ 

wo iok°°Wbell; J J J ; j j j j o. 
mf 

Example 12 
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better, as the aural patterns are more specifically 
tonal. 29 Furthermore, if we are listening in a 
present-event-centered fashion, all we have 
heard previously becomes, of course, regarded 
differently: the past is forever altering by each 
present event, thought, or hearing, and per- 
sonal past is built in as an inescapable, inevita- 
bly included, part of how we listen. If there 
should occur a familiar event or "too long a 
silence," it is exactly Hasty's "background of 
our changing sensation or wandering 
thoughts" which fills up the immediate sub- 
stance of our attention. Given such opportu- 
nity, we may wander and rummage as we 
please among our rememberings and percep- 
tions, this becoming of course the stuffofthe ex- 
perience of hearing. Why, therefore, should it 
be ruled o u t -  be, as Epstein suggests, confined 
to the pass~ - in discussion of how we listen to 
music? 

The composer is, of course, drawing upon and 
working with this capacity in the listener. 3° He 
has available a number of metaphorical but- 
tons he may choose to push, often summoning 
up what I. A. Richards called stock response. If  
Glenn Miller sound reminds us of the 40s, if, 
say, the Roy Harris 3rd symphony evokes re- 
sponse in terms of the 30s, it is into what we 
know of these times, the total 40s or 30s experi- 
ence we furnish for ourselves, not just how they 
were but also how they should have been. But 
the moment comes when, reaching for what 
might have been felt or spoken or heard, trying 
to re-animate the now-vitality of a past time, it 
is altered into "art" through application of our 
conventions. Then what is created may become 
far more "authentic" than the real thing might 
have been: what we have is the way we decide 
(or someone helps us decide) the real thing 
should have been - the Civil War, the Old West, 
the depression, hippies. 31 And writing the 
music is done out of our conventions of what 
music ought to do: what sound DO you use to 
evoke the 40s? or 30s? or, for that  matter, 
Elizabethan England or Homeric Greece or the 
year 2144? Historical past is conventionalized 
personal present. Actually, what people have 
thought they were looking at, arranged in 
chronological order, makes up whatever consis- 

tent fairy tale that history can be imagined 
to illustrate. 32 

Not only is the past solely as we make it, but 
it also changes. A glance at the mirror re- 
affirms that, yes, "it's really you, it's the same 
familiar perceiving apparatus you've been see- 
ing out of into every mirror. But look, on the 
other hand, at your high school yearbook. 
Those clothes, hairdos, faces look silly, con- 
trived, faintly embarrassing: those people 
weren't that  way when you were with them. I 
have a tape of my mother speaking, at age 70 
or so, in a radio interview in the early 1960s. 
But it's changed; it's not her voice. What I hear 
is the voice of a stranger, an old person, with 
only echoes of familiar cadences and turns of 
speech, "romantic memories which are in 
themselves a kind of forgetting. "38 As con- 
sidered in terms of acoustic space, "the past is a 
different country; they do things differently 
there. ''84 All you have to do to affirm this is 
watch old home movies... 

As we listen to music, we hear a present 
event not merely as an addition to the accruing 
in-the-music relationships we choose to recog- 
nize in terms of our past experience and con- 
ventions. These relationships outline for us an 
immediate field of perception, filled out by 
whatever we summon from the enormous store 
of instantly accessible personal remembrance, 
or "past." In terms of the analogy with acoustic 
space, we may consider any present moment as, 
first, a central focus of whatever we wish avail- 
able to us from thought and perception, and 
second, in what might tentatively be termed 
feedback, the constant re-ordering of what 
we hear and think of next in terms of all we 
have in present attention. 

Epstein's phrase "inability to discuss...with 
clarity and precision" highlights the problem 
many will have here: doesn't this view blur 
over, maybe render inadequate, quantification, 
measurement, accurate analysis? Of course it 
does. Why should what we hear and think of 
easily and naturally be ignored in talking 
about music because it defies "clarity and preci- 
sion"? Why should we deny reference to what 
we bring to personal hearing above and beyond 
whatever captivation there may be in the con- 
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s t ruc t ional  fea tures  of a mus ica l  composition? 
succumb to hab i tua t ion  and subord ina te  th is  
reference to some k ind  of s t ruc ture  or flow 
or appa ra tus  or process? as  m a n y  European  
composers have  done to invent  va l ida t ion  
for inde te rminacy?  85 

This  r ich t ex tu re  of hear ing ,  mus ica l  imag-  
ing, evocat ive response,  associat ion,  of curios- 
i ty ,  boredom, drowsiness,  t hough t  sequences  
wi th  the  music  as  background  or not  be ing  lis- 
t ened  to a t  all:  th is  is  w h a t  t rans forms  music  
from mere ly  a collection of sounds to which we 
are  supposed to puzzle out  an  order. We may,  i f  
or predi lect ion and  t r a in ing  so incline,  become 
sufficiently preoccupied wi th  the  g immickry  
of per iodic i ty  and repe t i t ion  and  the  i l lus ion of 
mus ica l  "motion" to t a l k  about  t ime,  often in- 
voh/ing n a r r a t i v e  models  as a s tar t ,  as  though  
i t  had  more t h a n  an  abs t rac t  existence.  This  
i t se l f  offers a prol i fera te  and  fan tas t ica l  va r i e ty  
of ana ly t ic  game playing,  as  any  scholar ly  
musica l  jou rna l  wi l l  demonst ra te .  And  there ' s  
no th ing  r ea l ly  wrong wi th  this:  close analys is ,  
as philosophy,  even as chewing rubber  gum, 

r ema in s  harmless ,  inconclusive,  and  mi ld ly  
en t e r t a i n ing  diversion.  

But  we can find ourselves  too long bondser-  
van ts  to logic, two-valued th ink ing ,  labels ,  
categories,  systems,  dynamics ,  pa rad igms ,  
tropes,  modal i t ies .  Much a r t  of our t ime  offers 
us ano the r  way  to par t ic ipa te ,  and  is conceived 
and made  as  such, provid ing  the  oppor tuni ty  
to be concerned wi th  "the en joyment  of th ings  
as  they  come, as  they  happen,  r a t h e r  t h a n  as 
they  are  possessed or kep t  or forced to be.  ''36 

And  pa r t i c ipa t ing  in th is  fashion can £hen be 
appl ied  to not  solely th is  music  of our  day  bu t  
also to a l l  music,  even to a l l  t ime  art .  We need 
not  scrap our previous  t empora l  i l lus ions  and 
conventions;  recognized as such, t hey  become 
s imply  a p a r t  of the  to ta l  experience we provide 
wi thou t  concern as  the  focusing moment  of 
musica l  perception.  

I V  
Now go thou forth and  do l ikewise  .... 

Un ive r s i ty  of Redlands  
J a n u a r y  1984 

T h e  P e r c u s s i o n  M u s i c  o f  B a r n e y  C h i l d s  

Any  Five - Smith Publications 
The Bayonne Barrel and Drum Company - Carl 
Fischer Facsimile Editions 
Bowling with the champs - Composer 
Concerto for English horn, strings, harp, and percus- 
sion - ACA 
Featuring "Mighty" Joe Nowhere.. .-  Composer 
Four Feathers - Media Press 
Jack's New Bag - Smith Publications 
Lanterns and candlelight-  Smith Publications 
Music for bass drum - Berandol 

N o n e t -  will have to be xeroxed out of Source. I don't 
know what  to suggest about the event machine 
transparency. 
OutBack of  the Drum Shop - Composer 
Overture to "Measuring a Meridian" - Composer 
Quartet for flute, oboe, bass, and percussion - ACA 
Quintet for winds, harp, and percussion - Composer 
Seven quiet studies - Smith Publications 
Six gamut studies - Music for Percussion 
The Golden Bubble -  Carl Fischer Facsimile Editions 
Welcome to Whipperginny - Music for Percussion 

Footnote s  

1The Music of  Elliott Carter (London: Eulenberg 
Books, 1983), p. 17. An extension of the criticism 
problem, far too knotty for more than this mention, is 
"the critic's substitution of his own discourse for the 
work of art." Craig Owens, "The Discourse of Others: 
Feminists and Postmodernism," The Anti-Aesthetic, 

ed. Hal Foster (Port Townsend, WN: Bay Press, 
1983), p. 69. 

2Carter, p. 19. 

3Ibid., p. 17. ' 
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4"Freedom in experimental music: the New York 
revolution," 52 (Fall 1981), pp. 223-239. 

s9:3-4 

s21:3 (March 1983), p. 10. 

7Michael Tippett, Moving Into Aquarius (Frogmore, 
Herts.: Paladin Books, 1974), p. 23. 

SEven so, I confess to a few curmudgeonly biases: I am 
unhappy, for example, with cutesy pictures to indi- 
cate particular stickings, and I cry hold! enough! of 
those who continue to insist on bowing percussion in- 
struments. The n o t a t i o n ~ ~  is in the same 
league with plaid double-h~it suits, silhouette folk 
dancers or leaping fish decorating the back of camper 
vehicles, and vanity license plates. 

s"One family of traditional explications would assert 
an innate two-ness or even four-ness about our reac- 
tions to musical rhythm.... A second family of tradi- 
tional explications would rely on the supposition that 
such binary processing, although not innate, is 
strongly conditioned into our particular culture...." 
David Lewin, "Foreground Rhythmic and Metric 
Patterning," Music Theory: Special Topics, ed. 
Richmond Browne (New York: Academic Press, 
1981), p. 102. 

1°After the New Criticism (Chicago: University of 
Chicago Press, 1980), p. xiii. 

nCited by Arnold Whittall,  review of Beyond 
Orpheus: Studies in Musical Structure, JMT 25:2 
(Fall 1981), 324. 

12Much of this is neatly pilloried by Hayden White, 
"The Absurdist Movement in Contemporary Literary 
Theory," Contemporary Literature 17:3 (Summer, 
1976), 378-403. 

13"Rhythm in Post-Tonal Music: Preliminary Ques- 
tions of Duration and Motion," JMT, ibid., 183-216. 
The opening of the article is marred by a confusion 
and under-defining of such terms as rhythm, meter, 
pulse. Again, "The term 'motion' is difficult to detach 
from spatial phenomena." (189) "Difficult" is hardly 
sufficient; what we define as motion is distance/time, 
andifd=0,  motion =0. 

14"Microtonal Resources," cited by Barney Childs, 
"Some Notes Toward a Philosophy of Notation,"Proc. 
ASUC 7/8 (Spring, 1974), pp. 63-64. The material 

first appears in Johnston's "Scalar Order as a Com- 
positional Resource," PNM 2:2 (Spring-Summer 
1964), p. 57, but it is also dealt with in his later arti- 
cles. I discuss application of it in the composer's own 
work in "Ben Johnston: Quintet for Groups," PNM 7:1 
(Fall-Winter 1968), pp. 117-120. 

lSBenjamirt Boretz, "What Lingers On(,When the 
Song Has Ended," PNM 16:1 (Fall-Winter 1977), p. 
107. 

16Two substantial recent articles suggesting ap- 
proaches to this are by Lewin (cf. n. 9 above) and by 
James Tenney (with Larry Polansky), "Temporal 
Gestalt Perception in Music," JMT 24:2 (Fall 1980), 
205-241. 

lVThe word is Harold W. Watts'. Cf. Barney Childs, 
"Time and Music: A Composer's View," PNM 15:2 
(Spring-Summer 1977), pp. 213-214. 

ZSAs, of course, Elliott Carter, "Music and the Time 
Screen," The Writings of Elliott Carter, ed. Else and 
Kurt Stone (Bloomington: Indiana University Press, 
1977), pp. 343-365. 

19The fact that even high-powered analytic appar- 
atus invented for and from within a specific conven- 
tion may produce different results from the same task 
(cf. Marianne Kielian et al., "Analysis Symposium," 
ITO 2:6 (September 1976), pp. 16-43) is not necessar- 
ily a disadvantage. A brisk and provocative lambast- 
ing of the stuffier features of analysis is Joseph 
Kerman, "How We Got into Analysis, and How to Get 
Out," Critical Inquiry 7:2 (Winter 1980), 311-331. 

2°Abroad (New York: Oxford University Press, 
1980), p. 210. 

21Edmund Carpenter, as cited by R. Murray Schafer, 
The Tuning of the World (Toronto: McClelland and 
Stewart, 1977), p. 158. I discuss this in more detail in 
"Poetic and Musical Rhythm: One More Time," 
Music Theory: Special Topics, ibid., p. 49 ft. 

22Cf. Stevens' poems "Anecdote of the Jar" and "Ideas 
of Order at Key West." 

23"Riding in an elevator, has one sometimes got the 
feeling that a given floor is a different floor when 
passed on the way up than when passed on the way 
down? At such moments a number, like ten, becomes 
a slovenly misnomer; for it means both nine plus one 
and eleven minus one, yet the tenth floor is not the 
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'same experience' when approached from above as it  
is when approached from below. And if, of course, 
some important incident had taken place between 
the time you ascended in the elevator and the time 
one descended again, you would feel all the more 
strongly that  eleven minus one differed essentially 
from nineplus one. One would proceed from a differ- 
ent  'first' than the other." Kenneth Burke, A Gram- 
mar of Motives (New York: Prentice Hall, 1945), pp. 
305-306. Surely this is one answer to Charles Olson's 
wish for a non-comparing, non-describing means of 
expression ("Human Universe," The Poetics of the 
New American Poetry, ed. Donald M. Al len  and 
Warren Tallman (New York: Grove Press, 1973), pp. 
164-165). 

24See, for example, Terence J. O'Grady, "Aesthetic 
Value in Indeterminate Music," Musical Quarterly 
67 (July 1981), 366-381. The process of applying the 
premises of traditional esthetics to indeterminate 
music and, when this fails, questioning the music 
rather than the premises, is full of pitfalls. The au- 
thor entertainingly demonstrates how to fall into 
every one. 

2~"Surface and Surprises," unpublished MS. "By 
most accounts, collage is the single most revolution- 
ary formal innovation in artistic representation to 
occur in our century." Gregory L. Ulmer, "The Object 
of Post-Criticism," The Anti-Aesthetic (Port 
Townsend, WN: Bay Press, 1983), p. 85. 

26Ursula Meyer, Conceptual Art (New York City: E. 
P. Dutton, 1972), p. viii. 

27"Liliput at the Cabaret Voltaire," TriQuarterly 52 
(Fall 1981), p. 272. 

2SHasty, p. 191. 

29Robert Ashley, cited by Peter Gena, "Freedom in 
Experimental  Music: the New York Revolution," 
TriQuarterly, ibid., p. 238. 

3°The work of Ires  comes immediately to mind. Also 
cf. the interview with George Rochberg in Cole 
Gagne and Tracy Caras, Soundpieces: Interviews 
with American Composers (Metuchen, New Jersey: 
Scarecrow Press, 1981), p. 340 ff. 

31"Surface and Surprises," p. 40. 

S2Virgil Thomson, "Music Does Not Flow," New York 
Review of Books Dec 17:81, p. 47. 

33Bruce Catton, Glory Road (Garden City, NY: 
Doubleday, 1952), p. 322. 

84"One of our better novelists once said that  the past 
is a different country; they do things differently 
there." Frank Ross, Dead Runner (New York City: 
Athaneum, 1977), p. 270. 

35"Pousseur soon realized that  the arbitrary applica- 
tion of the series to all parameters of the music that  
characterized 'total organization' produced a 'statis- 
tical' effect not unlike the similar use of chance deter- 
minants. He has written: 'Precisely where the most 
abstract constructions have been applied, i t  is not sel- 
dom that  one has the impression of finding oneself in 
the presence of consequences of an aleatory free play.'" 
Richard Teitelbaum, liner notes, Columbia MS 7051. 

36John Cage, foreword to Richard Bunger, The Well- 
Prepared Piano (San Pedro, CA: Litoral Arts Press, 
1981), p. 6. 
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Lecture by Dr. Thomas DeLio 

The following is a reprint o f  a lecture on S tuar t  
Smi th ' s  music  delivered on January  7,1984, at  
the Balt imore M u s e u m  o f  Art ,  Balt imore,  Mary-  
land, as par t  o f  a sympos ium on this composer's 
Return and Recall. The sympos ium was spon- 
sored by the Maryland Council for the Humanit ies  
and held in conjunction with a concert o f  the Res  
Musica Balt imore new music  series on which 
Return and Recall was a featured work. I offer 
this lecture to the readers o f  Percussive Notes 
to commemorate Dr. Smi th ' s  tenure as editor o f  
this fine journal  which terminates wi th  the pre- 
sent  issue. My  praise o f  his work as a composer 
and scholar applies equally to his tremendous 
efforts as editor. 
- Dr. Thomas  DeLio 

I am especially pleased to be here today to pre- 
sent some observations on the music of an out- 
standing composer and, moreover, one who 
lives in our midst, here in the Baltimore- 
Washington area. I find tha t  Stuar t  Smith's 
music and presence never fail to engage one in 
a penetrat ing examination of the very nature 
of expression and perception and forces one to 
come to terms with the conditions under which 
communication becomes possible. 

For centuries, the music of Europe - and 
more recently tha t  of America - has resonated 
with the classical western notion of the separa- 
tion of mind from matter.  This t radit ional  focus 
on the artwork, ra ther  than the process by 
which tha t  object is engendered, evolved from 
a philosophical position which divided one's 
field of perception into two poles-that  of the self, 
and tha t  of the physical world; or in aesthetic 
terms, the creation and perception of art  (the 
activities of art) vs. the artwork itself. The 
music which supports this position stems from 
a philosophical t radit ion which views being as 
an actor located apart,  somehow, from the field 
of objects and other beings which are acted upon 
- a position which the arts  of our t ime have 
rendered untenable. It is precisely this histori- 
cal separation of action from object which 
Stuar t  Smith's music challenges and, ulti- 
mately, rejects. 

Most impressive is the diversity of media 
through which this composer's ideas have taken 
shape. Whether it  be through sound poetry, 
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graphic composition or jazz-inspired music, he 
has succeeded in  directing the l is tener  toward 
a greater  sensi t ivi ty  to and awareness of the 
world in  process and  as process. As does much 
of the best  new music, his works seem to 
epitomize the dictum of the great  Amer ican  
poet Charles Olson: "The motive of rea l i ty  is 
process.. .not goal." 

Nowhere is this  more evident  t h a n  in  the 
work to be presented this  evening,  Return and 
Recall. I t  was created in  1975 for an  experimen- 
tal  theater  group called Kraken.  As a composer, 
the request  for a thea ter  work posed special 
challenges. In  the composer's own words: "How 
to proceed. My answer was to ask a fundamenta l  
question. What  does a composer do?" One answer: 
..."a composer invents  a performance system." 
This type of thought  process led to the develop- 
men t  of what  S tuar t  Smith  has termed "trans- 
media" composition. I believe in  your  program 
notes you will find a s ta tement  concerning the 
n a t u r e  of th i s  type  of work,  supp l i ed  by the  
composer himself: 

The term "trans-media" refers to a concept or 
system that is performable by any type of per- 
former, i.e. actor, dancer, musician, etc. Trans- 
media works are transferable from medium to 
med ium while mainta in ing a recognizable 
pattern or structure. Therefore, making trans- 
media systems requires one to compose with 
elements and procedures that can be commonly 
utilized by all types of performing artists. 

Clearly, one of the immediate problems facing 
a composer who has the creative vision to im- 
agine such a work is tha t  of no ta t ing  his ideas 
on p a p e r -  to communicate them to a performer 
who will, in  turn ,  communicate  them to an  au- 
dience. The solution to this  problem requires a 
creative effort near ly  as great  as tha t  involved 
in  fashioning the work itself. However, the 
quest ion of nota t ion t ranscends the more prac- 
tical matters  of performance. The radical na ture  
of many  of the new notational systems employed 
by Smi th  and others throughout  the 1970s 
sheds a great  deal of l ight  upon the character of 
their  un ique  aura l  results.  With  respect to 

Program Notes 
RETURN AND RECALL PROGRAM NOTES - 
Stuart Smith 

I am creating an art that one enters, not an art that 
unfolds and emerges. 

I am creating an art that does not "move" people 
but engages them, (leaving the people to move them- 
selves). 

I am creating an art that does not call on associa- 
tions, but is itself, no more, no less. 
TRANS-MEDIA PERFORMANCE SYSTEMS 

I describe Re tu~  and Recall as a trans-media per- 
formance system. The term "trans-media" refers to a 
concept or system that is performable by any type of 
performer, i.e. actor, dancer, musician, etc. Trans- 
media works are transferable from medium to 
medium while maintaining a recognizable pattern or 
structure. Therefore, making trans-media systems 
requires one to compose with elements and proce- 
dures that can be commonly utilized by all types of 
performing artists. 

The compositional problem I set for myself in creat- 
ing Return and Recall was to strike a perfect balance 
between flexibility and specificity. If it is too flexible, 
then "anything goes" and it has no identity; if it is in- 

appropriately specific, then it is no longer a trans- 
media composition. 

If the given is flexibility, then the challenge be- 
comes specificity. 

Return and Recall exists on two levels. First, it 
may be read and imagined as conceptual art by any- 
one. Second, it may be performed. If it is performed it 
is intended for a group of performers who rehearse 
regularly over an extended period of time. This per- 
formance system can be utilized by performers in var- 
ious ways: 

a) to break performing habits. 
b) to explore a given set of information (art re: 
search). 
c) to be performed for an audience. 
This performance system is not intended as a study 

in the spontaneous aspects of improvisation (al- 
though the spontaneous aspects of improvisation will 
undoubtedly be used as one step in the learning/ex- 
ploring compositional process). 

This system is intended as a study in group compo- 
sition. Therefore, performers may arrive at a realiza- 
tion that is repeated verbatim in each performance. 
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much recent  music  including,  as  we shal l  see, 
Return  and Recall,  a s tudy of the  no ta t ion  em- 
ployed can often supply  va luab le  ins igh t  into 
m a n y  of the  fundamen ta l  premises  upon which 
a composit ion's  s t ruc ture  rests .  

Let  us now t u r n  to the  score of  Re turn  and 

Return and Recall  

Recal l  (which, I believe,  is also p r in ted  in  your  
program).  Time does not  pe rmi t  a de ta i led  ex- 
p l ana t ion  of each symbol  bu t  an  overview wil l  
suffice. A n y  sonic, visual ,  or verba l  ma te r i a l s  
m a y  be used to rea l ize  the  s t ruc ture  which is 
nota ted.  Two basic  symbols  are  employed: those 

~_~ DS ~)l 
~ DM 

Score 

z 01 

D M ~  
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By SONIC ART  EDITIONS 
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This excerpt from Return and Recall is reprinted by permission from Sonic Art  Editions, 2617 Gwynndale 
Avenue, Baltimore, Maryland 21207. 

A special thanks to Ms. Sylvia Smith, editor and owner of Sonic Art  Editions and Smith Publications, for 
her kind permission. 
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Return and Recall Definition of Symbols (excerpt) 

Arrows mean ~ more, higher, bigger; or 

less, lower, smaller. These symbols apply to dy- 

namics, frequency, space, and/or theatr ical  

gesture. 

The letters S , L ,and M apply to dura- 
tion. 

S = short and/or fast; L = long and/or 
slow; M = medium. 

= imitate an aspect of an event- 
gesture you experienced (heard or 
saw) within the composition. There- 
fore, if you choose to imitate the height 
of an event or gesture, all the other pa- 
rameters, like color, frequency, dy- 
namics, rhythm, are created by the 
performer to fit the context of the 
moment. 

• = imitate an aspect of an event- 
gesture higher, more, bigger than you 
experienced it. (All other parameters 
are created by the performer.) 

= imitate an aspect of an event- 
V g e s t u r e  lower, less, smaller than you 

experienced it. 

~ ) =  an event-gesture or an as- imitate 
pect of an event-gesture you experi- 
enced, making it shorter in time. 

: ~  = imitate an event-gesture or an as- 
pect of an event-gesture you experi- 
enced, making it longer in time. 

Example of a possible realization of : 

Dancer A imitates the movements of the right 
hand and left leg of Dancer B, making these 
movements exaggerated from the original. 
Dancer A can add other movements with the 
other parts of his or her body as the situation 
dictates. 

D = develop an event tha t  you are 
experiencing or have experienced. 
"Develop" means  to explore and 
expand the material. I use the word 
"expand" to mean stretch out; enlarge 

upon an idea; develop in detail. I use 
the word "explore" to mean to look 
closely; investigate.  

b or ~ = d e v e l o p a  ? or ~ aspect 
of an event-gesture you are ex- 
periencing or have experi- 
enced. 

DS or DH or D L = develop an S , M , 
or L aspect of an 
event-gesture tha t  you 
are experiencing or have 
experienced. 

~1~ = blend-match an event as you ex- 
perience it. Try to be in unison with 
another  performer. Try to have no 
"lag-time" between the action and 
the blend-match of tha t  action. 

( ~  or ( I )  = blend-match an event as 
you experience it, modifying it 

t or ~. Try to be in unison with 
another performer but t or ~. 

Z = make a repeating pattern from 
a fragment of a previously experi- 
enced event. These boxes should be 
c. 8" - 15" in length. The performer 
can change the speed of a Z event 
gradually. 

or ~ = make a repeat ing pat tern  
f r o m a  ~ or ~ aspect of a 
previously experienced event. 

Numbers  I through 6 refer to the ap- 
propriate horizontal column of the Source 
Modifier chart.  

Non-activities can be introduced freely in a 
performance of any box to give fur ther  pos- 
sibilities of interaction between performers. 
The performers may change the focus of a 
symbol. For example, in an interpreta t ion of 

~ ) ,  one could imitate an aspect of an event oT 
Performer X, then a non-activity;  then im- 
itate an aspect of Performer Y, then a non- 
activity; and then imitate an aspect of 
Performer A. 
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which tell the performers how to interact with 
one another, and those "which tell the perfor- 
mers how to process (transform) their basic 
materials. These two types of symbols are inex- 
tricably linked throughout the composition. 

The score itself consists of a grid of boxes tQ 
be read sequentially in either horizontal or ver- 
tical rows. The first box (upper left hand corner) 
contains an X. This signifies a simple, straight- 
forward presentation of the basic source material 
of the piece (which is pre-selected by the perfor- 
mers) without any transformation or alteration. 

The next box to the right O consists of two 
interconnected symbols: The fi~st'~ is a Q which 
directs the performer to imitate some aspect of 
the material presented in the proceding box; 
the downward arrow I directs him to render 
the imitated material in some way lower or 
smaller than it was originally presented. For 
example, if the material to be imitated is a 
dance movement in which one performer walks 
across the stage. Then, the imitator might walk 
across only half of the stage; or, he might walk 
across the stage using smaller (shorter) steps 
than those used by the initial performer; or, he 
might crawl across the stage (crawling, in a 
sense, a lessening of the mobility provided by 
walking). If, on the other hand, the original 
material were sonic, the imitation might be 
transposed to a lower pitch level, or might be 
played at a softer (lower) dynamic level. If  the 
original material included a poem with an 
abundance of multi-syllable words one might 
replace each of these as much as possible with 
single syllable words while maintaining the 
content (meaning, if you will) of the original 
poem. 

The box containing,"~, consists of three in- 
terconnected symbols: Q , s and ~. The first, 
O ,  once again directs the performer to imitate 
some aspect of an event which he has experi- 
enced thus far in the course of the performance. 
The second two determine the parameters of 
that imitation. In this instance the s suggests 
a temporal shortening of the original and $ a 
lessening of it in some way. If the original were 
a sonic gesture consisting of a series of ascend- 
ing glissandi, the imitating performer might 
play shorter and fewer of them than in the orig- 

inal. If  the original were a poem, the number of 
syllables in each line might be reduced thereby 
both shortening and lessening with one change! 

I would now like to mention, briefly, two of 
the most important issues raised by this music, 
as revealed by its notation. 

P rocess  - Through his notation the com- 
poser has designated with great precision the 
mechanism of composition without specifying 
any specific sonic or visual results. All that  the 
composer had defined through his score is a very 
general procedure for evolving a structure from 
the interactions of the various performers. His 
own personal creative style is not responsible 
for transforming any materials. Rather, he has 
removed his style from the work and created a 
procedure enabling other styles to transform 
materials. As such, the composer himself re- 
mains apart from any direct interaction with 
materials and is replaced by each individual 
performer's style. Rather than create a structure 
which is the result of a specific interaction 
between himself  and some par t icular  sonic 
materials, he has created a blueprint for such 
an interaction through which others may 
create, each in his own way, a particular type 
of structure. As such, the work becomes more 
than just the product of a compositional process; 
it becomes process itself. Those things which 
are actually notated then, are not results but, 
rather, procedures; not ends, but, instead, the 
means to those ends. 

Abs t rac t ion  - As mentioned, the composer 
defines with great precision how the performers 
are to act but never specifies upon what they 
are to act. Thus the same symbol can, in one 
instance, refer to the movements of a dancer; 
in another, the sounds of a musical instrument 
(any instrument). The score is an abstraction. 
It depicts, quite vividly, an image of structure, 
movement and expression but never specifies 
any particular physical manifestation through 
which this image may take concrete form in the 
world. The composer has created a work which 
transcends the particularities of any specific 
materials and, indeed, any specific medium 
(another sense of the term "trans-media"). 
Accompanying this quality of abstraction 
comes the concept of pluralism. The notation 
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is abstract and, thus, is specific to no particular 
physical representation. As such, it embraces a 
multitude of such representations. Return 
and Recall is a striking vision of abstraction 
and of that sense of universality which such 
abstraction engenders. 

These are only two of the many issues which 
are addressed by both the structure and nota- 
tion of Return and Recall. The meaning and 
mechanism of an artwork are never really 
separable and the greatest challenge faced by 
the contemporary composer is to reveal their 

essential unity. In so doing, he also reveals new 
insights into the nature of human perception 
and the tremendous role which it too plays in 
the process of investing an artwork with mean- 
ing. The mark of any new work is the degree 
to which it moves the listener toward an aware- 
ness of the roles of both process and perception 
in the formation of his own particular under- 
standing of things. Return and Recall is an 
exceptional example of such new composition 
and invites repeated hearings and extended 
exploration. 
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Sustaining Members 

We would like to express our appreciation to the 
following organizations of the music industry 
who are sustaining members of the Percussive 
Arts Society. It is with their support that PAS  
has become and will continue to remain a worth- 
while and stimulating force in the percussive 
world. 

Manufacturers/Patrons 
Avedis Zildjian Co. 
The Gretsch Company dba/Kustom Gretsch 
Kori Percussion-USA 
Ludwig Drum Co./Musser 
Paiste America, Inc. 
Premier Percussion USA Inc. 
Remo, Inc. 
Rogers Drums 
Ross Mallet Instruments, Inc. 
Sabian Ltd. 
Slingerland/Deagan 
Syndrum/Duraline 
Yamaha Musical Products 

Distributors/Wholesalers 
Charles Alden Music Co., Inc. - Sonor 
Carroll Sound, Inc. 
Exotica, Inc. 
Hoshino (U.S.A.) Inc./Tama Drums 
Kaman Distributors: Coast Wholesale 

Music and C. Bruno & Son/CB 700 
Percussion 

Latin Percussion 
On-Site Energy Music Group 
Pearl International, Inc. 
Simmons 

Product Specialists 
American Drum, Roanoke, VA 
American Drum Manufacturing Co., 

Denver, CO 
Aquarian Accessories Corp., Anaheim, CA 
Artist's Choice, St. Louis, MO 
Mike Balter Mallets, Chicago, IL 
Casino Percussion Products, Plainview, NY 
Century Mallet Instrument Service, Chicago, IL 
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Damon Percussion, Wichita, KS 
D&F Products, Inc., Cincinnati, OH 
Drum Workshop, Inc., Newbury Park, CA 
Encore Mallets, Ann Arbor, MI 
Frank Epstein, Boston, MA 
Evans Products, Inc. - Robert C. Beals, 

Dodge City, KS 
Fall Creek Marimbas, Cincinnati, OH 
Andrew Feldman - Hand Crafted Percussion 

Products, Clifton, NJ 
Vic Firth, Inc., Dover, MA 
Fox Metronomes, Inc., San Antonio, TX 
Tom Gauger, Brookline, MA 
Golden Bells- Del Roper, Monrovia, CA 
Gover Enterprises, Arlington Heights, MA 
Hinger Touch Tone (Custom Perc.), 

Leonia, NJ 
Bill Kraft Mallets- by D. Gaston, 

Long Beach, CA 
Magnamusic-Baton, Inc., St. Louis, MO 
Mallet Arts Inc., Rochester, NY 
Mechanical Music Corp., Buffalo Grove, IL 
Mid-East Mfg., Inc., Melbourne, FL 
Peripole/Bergerault Intnl., Browns Mills, NJ 
Powertip U.S.A., LaGrange, IL 
Pro-Mark Drum Sticks, Houston, TX 
Regal Tip/Calato, Niagara Falls, NY 
Repaircussions, Rochester, NY 
SOTA Percussion, Chicago, IL 
Shigeo Suzuki, Hamanatsu-city, JAPAN 
XL Specialty Percussion Products Inc., 
Ft. Wayne, IN 

D r u m  Shops,  T e a c h i n g  Studios ,  
a n d  

Other Retai lers  
Andrea's Post Box Music, Inc., Hillsdale, NJ 
Sam Ash Music Stores, Hempstead, NY 
Brook Mays/C&S Music, Dallas, TX 
Coyle Music Centers, Inc., Columbus, OH 
Creative Drum Shop, Scottsdale, AZ 
Dick DiCenso's Drum Shop, Quincy, MA 
The Drum Shop, Dearborn Heights, MI 
The Drum Shop, Houston, TX 
The Drum Shop, Las Vegas, NM 
Drums Ltd./Franks Drum Shop, Chicago, IL 
Drums Only!, Vancouver, B.C., CANADA 
Drums Unlimited, Inc., Bethesda, MD 
Frikk Drum Shop, Bergen, NORWAY 
John Hartwig Musik, Copenhagen, 

DENMARK 
Hewgley's Music Shop, Inc., Knoxville, TN 
Lake Charles Music, Lake Charles, LA 
Lone Star Percussion, Dallas, TX 

Modern School of Drumming, Whitehall, PA 
Paul-Mueller Percussion Studio, 

Indianapolis, IN 
The Percussion Center, Ft. Wayne, IN 
Percussion Plus Ltd., Montreal, Quebec, 

CANADA 
Percussion World, Inc., Birmingham, MI 
Professional Drum Center, Spokane, WA 
Rick's Drum Shop, Toledo, OH 
Lou Rose Music Co., Edison, NJ 
S & S School of Music, Pottstown, PA 
Kirk Scott's Drum City, San Antonio, TX 
Siena Trading Corp., Franklin Square, NY 
Soitin-Laine Oy, Turku, FINLAND 
The Sound Box/La Boite de Son, Montreal, 

Quebec, CANADA 
Stanley Spector School of Drumming, 
New York, NY 

Tommy's Drum Shop, Austin, TX 
Joe Voda's Drum City, Inc., Omaha, NE 
Steve Weiss Music, Philadelphia, PA 
The Woodwind & The Brasswind, 

South Bend, IN 

P u b l i s h e r s  
Alfred Publishing Co., Inc. 
Arica West 
Associated Music Publishers/G. Schirmer 
C. L. Barnhouse Co. 
Mel Bay Publications 
Belwin-Mills/Cirone Publications 
Bil-Mol Music Co. 
Boosey & Hawkes 
Charles River Music 
ChoomBoonk 
M. M. Cole Publishing Co. 
Columbia Pictures Publications 
Contemporary Music Project 
Cortelu Publishing Company 
Deschler Percussion Co. 
DLA Publications 
Chet Doboe Publications 
European American Music Dist. Corp. 
Carl Fischer, Inc. 
Galaxy Music Corp. 
HaMaR Percussion Pubs., Inc. 
Hosmanek Publishing 
The Instrumentalist Co. 
J. R. Publications 
Jeffco 
Kemper-Peters Publications 
Kendor Music, Inc. 
Lang Percussion Co. 
Joseph LaSpisa/Music Publishing 
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Alphonse Leduc & Cie. 
Stanley Leonard Percussion Music 
Les Editions Concept Neuf- New Concept 
Publishing 

Les Productions Percudisq., Inc. 
Ludwig Publishing Co. 
Manhattan Beach Music 
Marimba Productions 
Meredith Music Pub. 
Modern Drllmmer Magazine 
Music for Percussion 
Musikverlag Zi m mermalm 
National Association of Jazz Educators 
New Music West 
Nexus 
O.A.M.E. Press 
Percussion Enterprises, Inc. 
Permus Publications 
C. F. Peters Corp. 
Joseph Porcaro 
Theodore Presser Co. 
Pustjens Percussion Products 
Repercussion 
Carl Rigoli Publications 
Seesaw Music Corp. 
Sal Sofia 
Somers Music Publications 
Southern Music Co. 
Studio 4 Productions 
Ed Thigpen/Action Reaction 
Tierolff- Muziekcentrale 
Wimbledon Music, Inc. 
Windsor Music Publications 

A c a d e m i c  In s t i t u t i ons  
Birch Creek Music Center, Door County, WI 
California Institute of the Arts, Valencia, CA 
Car~iegie-Mellon University, Department 
of Music, Pittsburgh, PA 

Casper College Music Department, 
Casper, WY 

University of Cincinnati Conservatory of 
Music, Cincinnati, OH 

The Cleveland Institute of Music, 
Cleveland, OH 

DePaul University, School of Music, 
Chicago, IL 

Drllmmers Collective, New York, NY 
Eastern Music Festival, Greensboro, NC 
Florida State University, School of Music, 

Tallahassee, FL 
Wilfrid Laurier University Waterloo, 

Ontario, CANADA 
Manhattan School of Music, New York, NY 
Musicians Institute (PIT), Hollywood, CA 
New Jersey School of Percussion, 
West Orange, NJ 

Oberlin Conservatory, Oberlin, OH 
University of Oklahoma School of Music, 
Norman, OK 

University of Oregon School of Music, 
Eugene OR 

Peabody Institute, Baltimore, MD 
San Francisco Conservatory of Music, 

San Francisco, CA 
The Shepherd School of Music, Houston, TX 
Virginia Polytechnic Institute & State 

University, Blacksburg, VA 

Hall of Fame 

F r a n k  Aresnau l t  
Louis Bellson 
James  Blades 
H a r r y  Breuer  
J o h n  Cage 
Cloyd Duff  
Alfred Friese 
Bill Gladstone 

Morris Goldenberg 

Saul  Goodman 
George Hami l ton  Green 
Haskel l  H a r r  
Richard Hochra iner  
Roy Knapp  
Gene K r u p a  
Wil l iam F. Ludwig,  Sr. 
Clair  Musser  
J o h n  Noonan  

Char les  Owen 
H a r r y  Pa r t ch  
Paul  Price 
Max Roach 
J a m e s  Salmon 
Wil l iam Street  
Edgard  Var~se 
Char les  Wilcoxon 
Avedis Zildjian 
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Instrumentation for A Draft of Shadows 
by Wesley York 

Pages 42-67, Volume 22, Number 3, March 1984 

Soprano 
Piano 
Percussion (3 players) 

PERCUSSION 1 

maracas (high) ~ _ _ _ ~  
bongos/(high) 

~" ~(low) 
t(hig h) 

tom-tom-(middle) ~ /  
\(low) 

m 

PERCUSSION 2 

maracas (high) 
/(high) 

snares'/--(middle) - - ~ ( l o w )  ~ -  ] 

wood b lock - - - - - - - " - ' - ' -~  
slap stick 
iron pipe ~ 

(struck with 
hammer) 

PERCUSSION 3 

maracas (high) 

/(high) I cymbals-(middle) - - ~  
"(low) 

tam-tam (high) 

With respect to the piano part, placement of notes on page 
is approximately proportional to their placement in time. 

The above instrumentation was inadvertently 
omitted from Wesley York's article in the March 
1984 Percussive Notes Research Edition 
(Volume 22, Number 3, pp. 42-67). which was a 

comprehensive study of A Draft of Shadows by 
Thomas DeLio. 

We hope that readers experienced no incon- 
venience as a result of this omission. 
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PAS is the  source  for iuformation! Members receive six annual publications devoted to total 
per.cussion. 
PAS suppo r t s  p e r f o r m a n c e ,  educat ion ,  and  r e s e a r c h -  sponsoring concerts, clinics, chapter 
conferences, and scientific publications. 
PAS sponso r s  an  annua l  compos i t ion  contes t  creating new works for percussion solo and 
ensemble. 
PAS hos ts  an  in te rna t iona l  conven t ion  attended by thousands of performers, educators, and 
students from all over the world. 

PAS publ i shes  Percussive Notes magazines and research editions that  keep members informed 
about important percussion events and developments. Features include: Drum Set, Timpani, 
Keyboard, Marching, plus new products, programs, and reviews. 

Membership Dues 

U n i t e d  S ta te s  Profess ional ,  Music Educa to r ,  L i b r a r y  . . . . . . . . . . .  $20.00 
S t uden t  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  15.00 

Canada /Mexico  Profess ional ,  Music  Educa to r ,  L i b r a r y  . . . . . . . . . . . .  23.00 
S t uden t  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  18.00 

I n t e r n a t i o n a l  Profess ional ,  Music  Educa to r ,  L i b r a r y  . . . . . . . . . . . .  25.00 
S t uden t  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  20.00 

Annual membership begins with the month in which dues are received and application processed and 
includes six issues of PercussiveNotes. Eighty percent of dues ($16) are designated for subscription to 
the journals. 

*Compensation for additional postage and handling of journals outside the United States. 
Canadian, Mexican, and International members must  pay in United States currency, by United 
States bank draft or international money order. 

Sustaining Memberships 
Academic Institutions $4:5.00, Publishers $50.00, Retailers $75.00, Product Specialists $150.00, 
Distributor/Wholesalers $300.00, Manufacturer/Patron $600.00. Please write for details. 

Complete and detach the application, and mail it with remittance to the address below. 

A p p l i c a t i o n  f o r  M e m b e r s h i p  

Print  Name 

Street 

City/State/Province 

Country/Zip/Postal Code 

Check membership level: 
[ ]  Professional 
[ ]  Library 
[ ]  Music Educator 
[ ]  Student 
[] 
Amount enclosed $ 
I f  gift membership, the gift card should be signed 

Percussive Arts Society 
Box 697 
214 West Main Street 
Urbana, Illinois 61801 
USA 




