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The Tra nsformati»ons of Water: Frozen Water

Waternever dies. Itlives forever reincarnated asrain, as bubbling brooks, as waterfalls and fountains, as swirling rivers and deep sulk-
ingrivers. No two raindrops sound alike. Is then the sound of Persianrain the same as that of the Azores ? Amountain stream is a chord of
several notes strung out stereophonically across the path of the attentive listener. Water never dies and the wise man rejoices in it.

Invastnorthern areas of the earthwaterhas a special resonance. The sounds of ice and snow form the fundamental of the northern hin-
terlandassurely as the sea is the keynote of maritime life. The soundof snowunderfootat40degrees belowzeroinManitoba is different
fromthatinbarely freezing Toronto. The Eskimos have atleasta dozenwords to describe the various states of snow, anuancing whichis
absent in, say, the Italian language, where experience with this substance is limited. The squeak of cutter-runners over hard packed
snow defies description to those who have not experienced it; though in Canada ithas been overhwelmed inrecent years by the snarl of
the snowmobile. Another indescribable experience for the Northerner is the crack of spring ice on the rivers, as memorable a sound as
any geography has ever produced. | have frequently tried to get students to invent onomatopeic words for the various forms of frozen
water that form the keynote of their soundscape for upwards of 6-8 months each year. It seems the Canadian language might be
enriched in the same way poets enriched the Greek with their insistence on the “much-thundering sea.” — R. Murray Schafer
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The MUSICWORKS 25 cassette includes excerpts from RA by R.
Murray Schafer; Solo saxophone and ensemble music by David
Mott; Breath Guided Music by the New Music Co-operative; and
many natural and man-made sounds from the Canadian
soundscape: All montaged by John Oswald in an electic style.
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MUSICWORKS 23: Music of the Inuit and Other Voices

MUSICWORKS 24: Maritimes and Newfoundland

MUSICWORKS 25: Music as Transformation: R. Murray Schafer,
David Mott and the New Music Co-op
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Coming up in MUSICWORKS 26 and 27: Hildegard Westerkamp's Power
Songs, Colour Perception and Music by Bruno Deschenes, The Music of
James Tenney, Drawings by Juan Geuer, Sandor Ajzenstat’s Sound
Sculptures, Mike Zagorski’s Psychoacoustic Research on Vibrato and

Tremolo, and more.

It has been suggested that we devote some space in MUSICWORKS to
Sleep and Dreams. If you have any material or ideas relating to dream-
inspired music, or if you hear sounds or dream of music in your sleep,

please let us know about it.

CENTRE FOR THE ARTS
SIMON FRASER UNIVERSITY

r Minor degree

CONTEMPORARY
MUSIC
PROGRAM

Contemporary Music Composition and
Performance

Electronic and Computer Music

Interdisciplinary Collaboration with
Dance, Film, Theatre and Visual Arts

Well-equipped electronic music facilities including
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LAST SCENE:

WHEN DANTE PUT ME ASHORE,
1 COULD SEE THE DARK OUTLINE
QOF THE CITY IN--THE DISTANCE,

RMS: ...Smoke was the name of the first novel. The sound poets seemed to
find it interesting, so that sort of encouraged me to write another one, and that
was Dicamus et Labyrinthos; about labyrinths and languages. It's much less
graphic, but it's much more intense, in terms of its discussion of language and
the cryptography of language; the hidden elements in any semantic utterance,
and the levels of meaning that are buried in it. And particularly since it's
supposed to be a kind of a philological document; what happens when you
approach a foreign language which nobody knows, say an ancient language
which no one any longer speaks, and you try and translate it? Can you really
translate it, at all? Or what is it that you are bringing to light: If it isn’ta
translation, is it fiction? Is it a new, a totally different document? You could say
this for even the so-called authentic documents from the period that I'm talking
about there.

MW: What is the period?

RMS: Well,it's Crete: 1250 B.C. Homer's about 800 B.C., so you're talking
about something like Homer. Well, if you translate Homer today are you really
not creating an entirely different kind of text? Because we're not Greeks: Not
only do we not speak the language, but the imagery and everything, the ‘wine
dark sea’, is meaningless for us. What does ‘wine dark sea’ mean? Does it mean
that the sea was actually wine dark in those days, in which case those of us who
have been to the Aegean can testify that it isn’t that colour today, all right; then
what; Were the Greeks colour blind? Did they not see the colour properly, or —

MW: Did ‘wine dark’ mean a completely different thing?

RMS: Ordid wine dark mean something different — absolutely. And so, in a
sense, that is exactly what I'm playing with in Dicamus et Labyrinthos: the
labyrinth of language and the fact that you can not resuscitate any kind of a
document and assume that you have reproduced it accurately. What you're
doing is you're fictionalizing it; you're creating levels of mystery about it and that
didn't exist in the original document. Therefore: Highly appropriate that a text
should be discovered which allegedly comes from Cretan times and dates from
about 1250 B.C. But this is hotly disputed, and the Helladic organizations are in
furor over its authenticity. Then along comes somebody who says; I've
translated it. Has he translated it in such a way that he's simply allowed to
appear there what he wants to appear? You see?

MW: Isitactually an original document that was uncovered?

RMS: No.It's not an original document. The Ectocretan text, | wrote. | wrote it
firstin English. Then | translated it into Ectocretan. Then | created pictographs,
for the Ectocretan language. | cut them, they're wood blocks. | cut them all
myself. And then | printed up the tablets. The book is the reverse of that process:
The book starts with the tablets and it says, what do they mean, who wrote

them, what do they say? | can read it — I'm an expert in Ectocretan. It's not hard,
you know. It just takes a bit of practice. It's quite a nice language, actually.
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Phonetically, I'm not sure that it really relates very closely to other Greek
dialects of the period ... Now somehow there seems to be some Celtic elements
in this language:

(reads passage)
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The selections of caligraphy, pictographs and drawings are taken from
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.Dicamus et Labyrinthos, published in Open Letter, Fourth Series Nos. 4 & 5, Fall

From Smoke, A Novel, published 1976 by Arcana Editions.

1979: R. Murray Schafer: A Collection.



MW: So you're Daedelus — you created the whole thing.

RMS: Yeah. | created the whole thing. | had it checked by some friends in
ancient languages just in order to assure myself that the techniques that | was
using of decipherment and so forth were the kinds of techniques that are used,
and that the thing wasn’t full of any absolutely egregious sort of faults that would
be detected by someone. And for the most part they assured me that that was
the case. It was a pretty foolproof concoction.

THE DECIPHERMENT

ﬁ ARIADNE SLEEPS.
Oleord.i snems

2 SHE SLSEPS THE SLEEP OP A CHILD,
Ke snems 3ui snem wib o Ksuonv

3 BUT AS SHE SLEEPS SHS DREAMS.
wuif os ke snems ke vLers

4 SHE DREAMS OF A HERO AND A MONSTER AND A FABULOUS ARTIFICER,
ke rLr.r; wBo‘,gl., odr o rudsfﬂ. odv o Bowainuis ulfeBespl

5 SHE DREAMS OF LOVE AND LUST
ke rlePs oD wuid odr wnisf

6 AT KNOSSO0S
of tdusis

ON THE SUNNY SHORES OF CRETE.
uk gui svide kils uiB tlef

ARTADNE AWAKENS.
Oleordil ovitids

AS A WOMAN SHE AWAKENS.
os o voiped ke ovitids
LOOK HOW SHE STRETCHES H:ZRSELF TOWARDS THE FUTURE.
nat que ke sflifks j:)su\e favolrs 3ui Baifail

TODAY SHE WILL BETRAY HER COUNTRY,
favri ke ven wefli 99t tuidfle

BETRAY HER MOTHER AND HER FATHER,
wefli gt puisdl odr JQL Bujﬂ.
FOR THESEUS, SON OF ABGEUS,

Bal :cseuis svid vif eiJ'CuS

POR THESEUS WHOM SHE WILL MAKE A HERO.
BaL J'sms 9p ke ven put cjgta,

MW: Whydidyoudoit?

RMS: Because I'm fascinated with languages and I'm fascinated with the
fictions that are created by languages. I'm fascinated with languages both in
terms of their sounds and also in terms of their meanings; what it is really
possible to say in language, and what is impossible to say and what is possible
to say in one language that cannot be said in another language. | don’t know
whether you've had the experience, but sometimes if you're learning a foreign
language, at first you don’t know a single word in it, it's a total mystery. And little
by little you start to learn some words. So elements of it surface, and meanings
emerge, and then as you get more familiar with it, you can start to make more
subtle distinctions. But there’s a great excitement in working with a language
which is only partly intelligible to you, because you're learning by listening to it
all the time; you're learning new things every day. At the same time, you're using
language very creatively. As we all know, we use language much more
creatively when we only half know the language. That's why foreigners are very
interesting people in Canada and Canadians are so dull: they use the language
colourfully, and a person who knows it intimately tends to become very
unimaginative.

MW: There's less of a search.

RMS: Yeah there's less of a search. You think you know the mot juste for
everything — Le mot juste, Flaubert said; always searching for the exact word.
You think you know the exact way of expressing everything and because you're
not looking anymore then you tend to be satisfied with something that's banal.
Whereas if you have to look and find something that's slightly off key, or off
colour, it's much more exciting.
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MW: | was intrigued by Dicamus et Labyrinthos because the ldéa of a
labyrinth, and having to go in somewhere to find something, seemed applicable
to what you were doing in RA.

RMS: Yeah. Well in Dicamus et Labyrinthos I'm dealing with a language
labyrinth, which takes the form of a story about a real labyrinth. So you have the
real labyrinth story, the Cretan labyrinth story, treated linguistically as if
language itself were a labyrinth: The whole work is in an untranslated or
undeciphered language, therefore it's only through cryptography that we can
begin to penetrate this labyrinth, and find out what this text is really about. The
text turns out to be about the labyrinth.

4 MUSICWORKS 25 FALL 1983

MW: That's the enigma. In RA too, you seem to be trying to find a stronger
consciousness, or awareness of things, and how you're doing that is you're
creating more mystery and more complexity. The levels of complexity in RA are
astounding; when you consider that the idea is really to find clarity, or the
source of the experience.

RMS: Yes.It's true. There's certainly a relationship between that work and RA
in as much as RA has to a large extent to do with the Egyptian labyrinth. You
know there were two labyrinths in the ancient world, and one was the Cretan
labyrinth with the story of Theseus and Ariadne and the Minotaur associated
with it and I've written that piece about it and I've also written several pieces
about Ariadne and Theseus, which eventually are going to form Patria 4 which
will be about Theseus and Ariadne and the Minotaur in the labyrinth. But. There
is an Egyptian labyrinth too. It was a different kind of labyrinth. Many Greek
travellers discussed it as a kind of mansion of the dead, a kind of a temple
complex, which was so complex that there were supposed to be ten thousand
rooms in it. And in each room there was a statue or a mummy or something or
other, and the priests used to go down there and go through incredible sorts of
ceremonies all night in order to make sure that the world would continue to
function. This is what we assume took place in the Egyptian labyrinth, although
the Greek visitors were talking about it at a very late state of decay and the
ceremonies were in decline. What we do know is that we have certain texts on
the walls of the pyramids and some of the palaces which give us a sort of story,
and the story has dramatic elements which might have at one time been
ritualized, been actually acted out as dramas. And that's where | picked up,
really, the substance of the story for RA. It comes from a fairly well known text
which describes what happens to Ra when he descends into the Netherworld at
night. How does he get from the Western sky when he sets, or dies, to the
Eastern sky the next morning when he rises or is born again. In a sense it's a
cosmological enigma if you think about it. We have a way of answering that
today. Well the Egyptians had a way of answering that too, and their answer was
that Ra dies, goes into the underworld, spends all night travelling from West to
East, and through the intervention of Osiris [the personification of the King in
death: Guarantor of triumph over death to all devotees who identify with him] is
allowed to be reborn and rises up the next morning as the sun. But. Since the
Pharoah is also Ra it's the Pharoah who dies and is reborn. And since, in later
Egyptian history anybody is also a Pharoah, it is the individual who dies, and
goes through the night and is reborn. And so there’s a relationship between that
and the idea of any kind of a mystery ceremony in which you are reborn. You go
through some kind of a purification ritual, or some kind of a confessional ritual,
or a cathartic sort of experience, in which at the end of it you rise up as a new
human being with something behind you which has changed your life.

MW: What is the nature of this particular transformation? Aside from
becoming a new person, why would you want to go through it?

RMS: |think you know when you want to do it. Certain times in your life you
may feel that you have to completely renew yourself. Some people may never
feel it consciously, but | think most people do, very often when they start to
approach middle age. It's the age of all the saints, it's the age when Buddha and
Christ and Mohammed and everybody started really sensing their mission in life.
So some people, | think, at certain times in their lives feel that they should go
through some kind of an experience which gives them a new perspective on
living. And that presumably is the power that those mystery religions once had.
People would go through various kinds of ceremonies which would introduce
them to a new perspective on life. In the case of RA, | think there is a different
perspective from the one that most people might have been thinking about
before they attended it. That is that the sun shows us that there is a continuity of
all living things, but also a continuity of all dying things. And that life and death
are related. Not as polar opposites that always remain in opposition to one
another, but as things which rotate, and together form the complete
experience. A Christian notion for instance is that life is something that we
should hold on to at all costs, because some day we're going to die. And unless.
we live the right way, when we die, that's going to be the end of us. But not so in
the Egyptian religion. The Egyptian religion is a thing in which you are constantly
dying: The moment after midnight, the sunrise begins, and the moment after
midday, midnight begins. So each day is moving toward something else. You are
dying, you are being reborn. You are dying and being reborn. As all things in
nature are, and as the sun demonstrates: The Sun himself is reborn every day.
He rises up to his zenith, and then he declines, and he dies. He disappears.
That's what they really believed and therefore, you see, if you have a philosophy
of life that's like that, that’s a very different kind of philosophy from this fatalistic
idea that everything is absolutely fixed in one position and it remains there; that
there is such a thing as absolute good or absolute evil. There isn’'t! The Egyptian
philosophy was much closer to Oriental philosophy with the notion of the yin
and yang — an exchange of things which together make the total experience.
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So to the extent that | was playing with philosophy in RA, | was trying to develop
that notion which is implicit in the material and present to people a perspective
in which everything dies, and everything is reborn, including you. And you can
be reborn every day, if you have that kind of perspective: You can die, and you
can be reborn. There's a marvellous phrase by Rumi (Jalal uddin Rumi,
1207-73) you know, the Persian Sufi who says, “die before you die”. In other
words, leave off this thing, you know, kill this thing in you, now, and you have a
chance to be reborn. But if you just go on persisting, you know, flogging this one
idea until you die, you're a lost human being.

Anubis, in RA. Played by Jan Filips. Photo courtesy Comus Music Theatre.

In May 1983, at the Ontario Science Centre in Toronto, Comus Music Theatre and a cast of 33 singers, dancers,
actors and instrumentalists presented R. Murray Schafer’s dusk-to-dawn music-theatre work, RA.

Most simply, RA is the story of the Egyptian sun god, particularly during the hours between sunset and
sunrise. The myth tells how Ra (or Re) passes the night, travelling from west to east through the netherworld, a
dangerous time for him filled with encounters with his vilest enemies. In one way, the myth is symbolic of how
the dying sun can rise up newborn the next morning in the opposite sky.

R A is what might be called a hierophony, a religious drama. Much of the text has been retained in Pharaonic
Egyptian, the language of the gods. But it is interpreted as the drama proceeds by a high priest or Hierophant,
together with his assistants (here called Hierodules) and in explaining they embellish the myth, adding details
suitable to a contemporary audience.

The audience is limited to 75 — necessary because of the location changes throughout the work, and fitting
because this corresponds to the 75 magic names of Ra, one of which each individual carries throughout the
night as a seal of divine protection.

The audience members are really more like initiates being conducted through a mystery ritual. During the
early part of the work they indulge in numerous preparation exercises designed to assist them when they even-
tually descend into the netherworld. They learn breathing exercises; they learn todistinguish the gods by their
appearance as well as the sounds and perfumes associated with them; they learn tochantin ancient Egyptian;
andattheconclusionofthese preparations they are clothed like the priests themselves. The Hierodules then ac-
company them to the netherworld where Anubis will guide them, showing them the manner in which Ra’s
miraculous rebirth is carried out. There are many spectacles in the netherworld, but the work is experiential in
other senses than the visual, with particular emphasis on the senses which function best in darkness: touch,

hearing and smell. — (from the program notes by R. Murray Schafer)
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So those were some of the themes in RA. And of
course, as you said, the thing is both arcane and very
simple. We're moving toward the light, we're always
moving towards the light: Through the night we know
the dawn is coming, we know that light is coming, and
with that light, knowledge is coming. And enlightment
is coming. And at the same time we’re surrounded by
gods who are speaking a foreign language and we're
never told what it means. Although what they're saying
in fact is perfectly a propos, if you could understand it.
But | don’t think it matters. | don’t think it matters any
more than someorne listening to Wagner, you know,
can get a general sort of whiff of what it's all about and
get great sort of physical pleasure from listening to
that language and listening to that music. It's perhaps
better that you don’t know everything that’s being
said.

MW: |think that worked well in RA for the audience:
being very intimidated by the mystery of it, not
knowing what really was going on and what was
expected of us in terms of the ritual. We were
completely displaced from knowing what behaviour
patterns we could fall into. So we were forced to call
upon other resources in other levels of our being. We
really had to search, you know, in order to get through
it all.

RMS: The only thing that | wanted to have more of
was more isolated experiences, where, for instance,
you were told to proceed down, say, a long corridor, a
very dark corridor, alone, not knowing what would be
at the end of it. But it just wasn’t possible, given the
spaces that we had to use and the fact that the cast_
and the crew were absolutely strapped to the limit.

One of the main problems that we had in
the production of RA was using the
Science Centre, which was so obviously a
Science Centre that much of our efforts
and a great deal of our time was taken up
in trying to disguise the Science Centre
suitably: we were always trying to disguise
some spaceman or something, you know.
But it’s very strange that a work like that

. took place in the Science Centre, too. |

* had a meeting with Tuzo Wilson, the
director of the Science Centre, early on,
when we wanted to use the Science
Centre, but before we had permission to
do so, and he said, What is this about? And
| told him, and he said, That has nothing to
do with Science! And | said, Well, in those
days, Dr. Wilson, Science and the Arts and
Magic and Astronomy and everything, they
were all related. And he said, Young man,
it’s thinking like that that kept Science
back 3,000 years!

-MW: ‘There was a sense of

section when we were collectively blind-folded then
taken on a walk. | did feel that | was alone, and so | had
much more freedom to play; to know what | was
sensing and feeling, to see if | was scared and to test
the next step on my own. That was probably one of the
most enjoyable phases of the whole event.

RMS: |agree. | would make several changes to do it
again. Small changes.

MW: | was going through some of your writings on
the soundscape and on education where you talk
about the evidence that we have lost touch with the
natural vibrations of the world, or lost our relationship
with them, and that you are concerned with re-
establishing that awareness; by listening for them;
listening for small details, listening for big expanses of
things. RA seemed to be a way of going toward that
total sensing; of tricking people in some way into
learning to sense within a particular natural timespan.
In Princess of the Stars the audience got up at 4:30in
the morning to go out to a lake and experience the
whole magnitude of dawn, with the mist coming off the
water and so on. And in the same way in RA, we were
perceiving the actual timespan of dusk to dawn while
we were given indications through music and dance
and drama as to what was going on through it, rather
than being given a piece that just presented those
indications in compressed time. Going through those
12 hours at night with all the different sensual
experiences you presented and having things pointed
out that aren’t usually paid attention to; these aspects
of RA in themselves naturally altered our awareness
and encouraged a different kind of perspective. Also
the care and confidence with which the cast led us
through these experiences was very inspiring. In view
of these stated concerns of yours, though, | was
wondering why you relied on traditional dramatic
elements and the theme of an ancient myth to realize
the event artistically.

RMS: Well there's quite a history of sensory
awareness works of art — I'm going back to the sixties
when it was really fairly fashionable to be teaching
that kind of thing at places like Esalen in the United
States and even at Simon Fraser (University in B.C.).
When | first went there, | taught a lot of sensory
awareness courses — not only to do with sound, but a
lot of them to do with textures, sensing textures. | used
to send students out to embrace trees and do things
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like that, you know. Or I'd say, the substance of this
course is going to be one square meter of ground.
Every student was to choose one square meter of
ground and study it for four months. That's it. They'd
say, what am | supposed to do? You study it and you
write your reports on it and you write your essays on it
or your poems or your music or whatever you do; but
it's got to be restricted to that piece of ground, and
there it is right out there in the field, so go out and get
acquainted with it. There was a lot of that kind of stuff
going on then. The criticism that a lot of people have
made of any attempt to turn that into a'work of artis
that it tends to be meandering. And unless you can
connect it somehow, with a philosophical theme, that
it's difficult, for a lot of people at least, just to
understand why are we doing this? Now, that’s not
true of all people. | wouldn't have that difficulty in
sensing at all. And they want nothing but a theme, and
they want to sit in a fauteui/ and just sort of have the
magic pictures pop up in front of them.

MW: Soinaway, you were tricking those people
who need some sort of sense of drama into
experiencing these other things.

RMS: Ohyeah. Sure. Very intentionally. And a lot of
them resented it too. Particularly the critics, who had
not the slightest idea of why there were doing these
things: Why am | being asked to sniff this, this bowl,
you know, of perfume ? Or, why am | being asked to
listen to that sound, or why is someone feeling up my
legs in the dark? You embrace them, you give them a
hug, and they pull back — they stand back and look at
you, or put up their hand to resist you. Because you
don’t embrace the critic — | mean, how can he write
down the experience in his little book, if he’s-Hugging?
But | think that that's one of the things that made RA
unlike any other sort of sensory awareness kind of~
experience that I've ever participated in, or eypf’run.
And also made it very much unlike any othef lengthy
theatre piece, of which there’s a fair apundance now.
Bob Wilson has dongtwelve 'a'on:ﬂ;we’nty-four hour
pieces and thinge-fike that,b of those, as faras |
can tell, are sifhply.for people who are imprisoned in a
sitin theatre seats and something

n the stage in slow motion and

_long perfod of time but also providing sensory stimutli
at jafervals, so that in a sense, we try and calculate
hat the boredom and arousal curve might be; when
do we need to stand up and get some fresh ajr, after all
this heavy incence and §o forth? When do we need to
eat? When do we want to tie down, you know, things
like that. And so they alt become parts of the work of
art, or an attempt is made to deal with that.

MW: How did you determine those things?

RMS: By doing several all-night walk throughs.
When | had the first rough sketch, we did an all night
walk through, in real time, in which we read the texts in
the locations that we were proposing to use, and sat
around and discussed how we might realize that, and
then, | went to work on the text again, and got a little bit
of music done, so the next time we did an all night
walk through we had a couple of musicians there to
improvise some sounds and fill in the kinds of things
that were going to happen in this place and we had a
couple of actors there, who read the lines so we
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weren't just reading them out of the book ourselves,
and we got some feeling for the shape of the thing.
That's how.

MW: So you did it very organicatly — you didn't map
out metabolism charts or anything.

RMS: No it was done very organically. We went
through this a couple of times, and then in the morning
we sat down and we said, what worked for you and
what didn’t work for you, and when did you get sleepy
and when ... you know? And taking all those things
into consideration, | won’t say that 1 ended up trying to
do a piece that was simply going to make it easy for
people — very often it made it much more difficult. For
instance, at five o’clock in the morning when you're
rising up out of the Netherworld, there’s a long debate
we had: Should we have the escalators working for
people all the way up? And t absolutely insisted, No.
They will walk up. And they said, what about oid
people? They're going to have heart attacks and so
forth. In fact, there were a couple of participants, who
suffered quite a bit as a result of that experience. But |
just feit that that's the way it has to be, you know. It's
not all easy. Some of it had to be hard. And if you have
a terrible headache as you go into the Great Hall, . ..
Good. I mean, let's listen to music with a headache for
once, you know.

MW: That was very difficult, having to sit and listen
to music at that point.

RMS: | know. Oh | know it was difficult. | think that
was the magnificent thing about it. It was so difficult
thatas | was standing behind, you know, | saw people
dll sitting on these little cushions and kind of falling
over,and...

MW: People were snoring. | was trying to keep my
attention there the whole time, but | couldn't.
Afterward i realized that that difficulty was good, in a
way, because it kept the dream-like quality there —
my awareness would fade out and when it would come
back in I'd be-still hearing something | had heard five
minutes ago when it went out but now hearing
something néw at the same time. That was very nice.

RMS: That's it. Listening to music like that was
tatally unlike any other listening experience in a
concert orin a theatre piece, where we're always
expected to sort of be relatively wide awake, and give
it our full attention, | like that idea. It's kind of a
peripheral sensing, if you want, as distinct from
concentrated sensing.

MW: It can enterin on a lot of different levels that
way, and it becomes a richer experience, | think.

RMS: Yeah, | think so. There's a lot of music in the
world in which it's quite obvious that peripheral
listening is something very important. I'm told, for
instance, in East Indian music that you don't listen to
the melodies, you listen to the drones: You hear the
melodies and the ornamentation peripherally, while
you concentrate on the drone.

MW: You get more of a sense of the relationship that
way.

RMS: Yeah. Sure. Sure. And, you know, our listening,

our art experiences, are always so high profile, are so
intense. We're supposed to be with it every instant. It's
highly focused, you know, it's always in perspective.
And this was playing with that whole idea of
perspective: If you're absolutely wiped out, and you're
sitting there at what could be the 3rd act of Aida or
something, can you take it in? No. People are falling
off right and left, and | thought it was marvellous! And |
knew that somehow something of the odour of this
experience would still linger on, when they woke up:
After they'd gone home and had their sleep and they
woke up, something would still be there.

MW: There was. | had a cotton sweatshirt on, and it
had soaked up all the incence smoke, so | didn't wash
it for two weeks because | enjoyed smelling it, and the
memories that that would evoke. | kept remembering
how careful the cast was with the audience; dabbing
water on the cheeks, gently aligning the head, patting
the legs while we were lying down; and the
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RMS: There were 2 or 3 nights where at various
times, the initiates would suddenly and spontaneously
start to sing that. That was beautiful. | loved that.

MW: |remember that as we were going up the
escalator steps at the end, we were humming it softly.
It was a very nice gift that we were given — being told
that we could sing that whenever we wanted to, or
when we felt afraid or confused. The parts that | had
difficulty with were the more theatrical/dramatic
scenes; the big snake attacks RA; it was very
spectacular and my attention was certainly different,
which was not necessarily unwelcome, but | found
myself unable to believe in what was happeningon a
certain level ...

RMS: | know what you mean. | think the showcasing
of some things, like the showcasing of music where
you have ‘a scene’, which can be an operatic scene, is
perhaps not so effective, or a dance which is
obviously ‘a‘dance’, you know; riow we will watch ‘a
dance’.

MW: No, it wasn't that, because some of those
scenes seemed to work well in terms of the whole,
where we stopped and were just sitting and taking
them in. What | meant was the flow of attention in real
experiences as opposed to dramatically contrived
ones. There seemed to be two different emotional
attitudes or postures presented — one was a serene
kind of strength and balance that was projected by the
members of the cast, and that came across as areal
experience for them. Another real experience was,
again, the intimidation of the audience. For example, |
was made to think, because of the written material
given to us before the show, that | was going to have to
get up in front of all these people and remember the
Egyptian names, and sing all the chants, and do the
dances and | didn’t want to have to do that, so that was
great for awhile, because | was genuinely afraid. |
wasn't afraid of being devoured by some devil or
monster, but | was afraid of my own role in the
situation. After | lost that fear the scenes where people

In grey, portion of Editing Unit 1 from the score for RA.
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were supposedly attacking us, where it was
dangerous to go through this passage, and the .
Hierodules were saying, Quick, quick! You have to get
out, it's dangerous here! ... Well, | didn’t believe that,
they didn’t believe that; nobody believed it. So after
going through the sensual experiénces and the
genuinely fearful ones, those parts didn’t quite ring
true for me. They were like going to a drama, except
that you were actually walking through a staged
scene. You weren't actually going through the
experience, On the other hand, the more sensual/
perception parts were actually real experiences. We
were going through that experience, they were helping
us through that experience and they actually felt

strong, they felt open and centred: You could believe
them and you could believe you in those situations.

RMS: Yeah, | know what you mean. | know what you
mean. How do you think you could get them.to work? -
Or would you abandon them?

MW: |don’'t know. That's why | was-asking youabout
why you felt it necessary to determine the event, or the
aspects of the event by an ancient myth treated as a
dramatic story line.

RMS: See, | wanted those other things to bring a
certain level of awe to it. You know? Like, you round.
the corner,and there is RA. And there is the King, or
whatever. And something’'s happening, and gee, have
alook at it. What | ideally would have liked is that none
of those scenes would have been things that you
would be permitted to really stay with entirely. You
would pass through them. You would see something
and then you would be taken on. And this idea of sort
of Quick! Get out of here! was partly, | suppose, an
attempt to keep you from kind of fastening on to them.

MW: Sotheidea is to getintrigued by it but then get
pulled away before you can figure it out. And to get a
sense of going through something that wasn't
necessarily happening for your benefit.

RMS: No. Not happening for your benefit. Happening
in spite of you. And you were there only by permission
of Anubis [guardian of the dead] who will protect you
and make sure that you have free passage through
this:But you can't linger and watch it. Because what is
happening down there in the Netherworid among-the
gods is really beyond your comprehension and
beyond your ability to affect in any way. And they're
not interested in you either. None of those scenes
were ever played for your benefit.

MW: Even though you could extract some of those
scenes from the whole work, put them on a stage, and
they'd work quite well. But in this situation the
performers weren’t performing to us at all. They didn’t
expect applause, and not once did we ever even
consider applauding, or acknowledging them in any
way.

RMS: |Infact, most of the time they never even
looked at you. They paid no attention to you. Unlike
anything on the stage, when they're always looking at
you and always paying attention to you: They're
projecting to you, and they know that you're there, and
they expect something back from you; applause at the
appropriate moment, and therefore they oggle at you

A

all the way through. That's all traditional theatre. There
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was none of that at all in RA. No conductor, nobody

sort of in the centre, who was obviously directing any
of these célebrations that were taking place in the
underworld, enigmatic some of them, but no attempt
was made, really to explain many of them. People said
of some scenes, What is it? What's it supposed to be? .
| said, what différence does it make? Who are.youta " -
presume that you should know what the gods are
about?.. { /

One of the ideas was to take anyone who was
troublesome and have a kind of bouncer. We were
finding, we had to drop him, but we did have a former

T otbal-tackiewhq was going to be in thes -
. 3 paws on him, youwknow,
huge great sort of black hands. One of his
assignments was going to be whenever a Hierodule
was being given trouble by someone, he would
.appear, and.he would.simply.pull-them-off-into-the
darkness and shackle them to the wall for either the
remainder of the night or for a good period of time.
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(director), Sally Lyons (choreographer) and me, too, |

. guess, for trying to get them to understand the nature

of the work and the scale of the experiment and that
we absolutely needed their 100% devotion to this
thing, evenif they were asked to do things that
segmed ta them to be very strange.

R0 & Xk

MW: So 6n some level, aside from the sheer length of
it, it was transformative for them in the way that they
had to deal with totally unexpected tasks.

RMS: Yeah. Exactly. And | think they'll say that too in
t dancers probably have told you
that it was a very Broadening experience for them,
personally, to be involved in it.

You mentioned the Princess of the Stars: Both RA
[ Stars and some of the other
things that I'm interested in, are, | think, posing
questions. They may not be answering all the
qQl i ively,butat least they pose certain

MW: Why did you drop him?

RMS: Well he sort of opted out. Perhaps he was used
to getting more money, or at least some money, | don’t
know. We were very dependent on a lot of volunteer
help for RA, and we got it. | never saw a group of both
cast and crew that worked so hard on something that
was terribly tiring and terribly demanding. When you
get into rehearsals and you're working 12 haurs a
night rehearsing and then performing, you're not doing
anything else; you're justliving that work: You don’t
have time to go out and buy a pairof shoes ora
toothbrush or anything. And you just go home and you
sleep and you get up and have dinner and then you
get back out to the Science Centre and start in on the
next shift. And so it takes an enormous amount of
devaotion.

MW: | talked to a few of the dancers about it, and
from their point of view, going through that whole
change of time schedule, the whole process of making
the piece and then doing the actual performance was
a very positive transformation experience. They felt
that they went through something very significant,
both together as a group and individually, because of

needed for what they were trying to project. | can see
thatit would be felt strongly because they're dancers
and so of course they're dealing more directly with
physiological transformations in that situation. For the
musicians, and for the crew, though, where does that
kind of transformation come in?

RMS: They were all being asked to do things that
normally they wouldn't do. For instance, dancers, like
opera singers and actors, are used to playingon a
stage, in front of an audience for fairly short bursts.
They're not used to being asked to do other things,
like, now, you, opera singer, or dancer, or actor, you're
going to massage people. It's dark down here.
Therefore, you're not putting on a spectacle. Forget
spectacle. You will be sometimes seen. You will be
sometimes heard. But when it's dark the experience is
primarily tactile. And you're going to create a tactile
environment. Things like that, you see, are just beyond
their whole training. Their expectations are different
and the fact that they went along with it | think is really

to their credit. And also to the credit of Tom Sokoloski

questions. For instance, why is it that we always think
that a work of art shiquld existin a constant
temperature of seventy degress? Why do we insist

that it should be indoor§ rather than outdoors, where
you might get rained on, or there might be some other
kind of natural factors which affect your appreciation
in some way? Why do we insist that we sit and watch,
instead of standing to watch, or lying down to listen?
And of course one of the reeson? that we do these
other things in a very conventional way is simply

-because it's more convanient fof the great organizers,

including the unions, to ¢ope with business in those
terms. And so you have all klndqof regulations set up;
that it must be sixty-eight degre?s or a musician is not
allowed to blow his clarinet; thete must be so much
candle power, otherwise he's nat allowed to play
either.

MW: Well those are certain rituals that we've set
up...

RMS: They'rerituals,yeah.

MW: ...inthatthey have their little rules and
implications in the same way that the Egyptian rituals

thalevel offTiaalion and the kindrebattention iatsiEgaRsaRd.cRIgIONies had thaire: What you're saying is that

yourdon't accept these particular rituals.

RMS: No; | think they're worn out, and when things
are worn out they have to be changed.

MW: They're worn out...do you mean in the same
way that you were talking about language — that if you
know a language too well, there’s less of a search
involved?

RMS: Yeah.Um hum. We know them too well. We
feel too comfortable with them, and as a result they've
become moribund; they've become ossified, they've
become dead, shrunken imaginatively. And so it's
necessary to find new ways in which we can really
sense and experience things in a pristine way again.
And that search goes on all the time: It isn’t just
something that happens in any one period in history. It
does tend to happen when a civilization senses
somehow from the inside that it's deteriorating; then
there's a demand for transformations. And after all, the
Egyptian society, which was incredibly statjc for
thousands of years, was not mobile: It wasn't a society
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The initiates, RA. Photo courtesy Comus Music Theatre.

which was attempting to transform itself in any way —
yet it still fell victim to that, ultimately. And, it fell apart.

MW: So why use Egyptian stories to help create a
new relationship with the senses?

RMS: Toanswer that, | have to say that RA will
eventually be incorporated into this very large work
called Patria. Now the prologue to Patria is Princess
of the Stars. This is the very beginning of it. From the
prologue we jump right into Patria |, which is sort of a
fairly contemporary work in which a displaced person
finds himself in an unknown country and suffers in a
fairly undignified way. Now Patria 2, which is in
contemporary society, introduces us to a character
called Ariadne, who is in an unspecified environment
which is probably an insane asylum. Patria 3, which
I'm just working on now, brings back the heros from
Patria 1 and Patria 2, but in a fragmentary way
because Patria 3 takes place in a kind of a small town
carnival or a small town fair, in which there are a
hundred acts and shows going on simultaneously.
And you have to sort of lace them together and figure
out what the whole thing is about; there are these
definite themes that run through it. Patria 4, which is
about half done, takes us right back to Cretan society
and is the story of the Cretan labyrinth, as | told you;
Theseus and Ariadne and the Minotaur in the
labyrinth. Then there’s a Patria 5, and then
somewhere around Patria 8, we actually find
ourselves in Egypt, and we go through RA. And the
whole Patria cycle, as it sits in my head at the
moment, somehow eventually closes again where it

MOLTO VIBPATO
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began — in the forest, in a Canadian forest. So, since
Patria means homeland, or native country, you know, it
starts in Canada and it makes this huge sort of sweep
around the world, and then comes back to Canada in
the end. So I'm sort of hopeful that when it's all in
place, the question you ask, why Egypt? will answer
itself.

MW: Well the answer that | made for myself, in light
of your dissatisfaction with the rituals we have now,
and your attempts at getting back in touch with these
things that we have lost our relationship with, was that
you see some clues and some hints that we can get
from the way a static society like the Egyptian one
related, or, from what you can see of how the
Egyptians related, to natural phenomena.

RMS: That'sright.

MW: Possibly what you're assuming is that there are
things that we know, but not on a conscious level, that
they knew that were transmitted in the symbols and
rituals they made, and that we might be able to get in
touch with the knowledge again through looking at the
symbols, and re-enacting some of the rituals.

RMS: Yeah,that'sit. | think that's it. The symbols of
any society are it's attempt to define itself as clearly
as it possibly can for itself, to bring up out of the
unconscious certain things which they managed to
give conscious definition to, and the Egyptians tried to
give conscious definition to certain things, just as any
other society did, and by looking and experiencing
what they offered is not necessarily a bad thing, you
know, for us to do. None of these things are eternal.
And in a sense | guess that's what my whole Patria
cycle attempts to show. The themes may be fairly
constant; the search for meaning in life, the search for
enlightment, the search for rebirth; and different
societies have different ways of trying to realize them.
And by re-experiencing them we gain some insight, |
suppose. That's all. So we go around the world
looking. But we come back to Canada in the end. You
know in Princess of the Stars there’s a real sort of
relationship | suppose with Indian mythologies; not
that it's an Indian work, really, but the setting suggests
something like that.

MW: The setting?

RMS: Um hmm. Well, the outdoor setting, the fact

that it's outdoors. It's around a lake and there are
certain things in the text that relate the action of the
work to the environmental happenings around you. In
other words, the dawn birds appear when the dawn
birds appear in the morning at 6 o’'clock. When they
come out, we come out in our costumes and we
imitate the dawn birds. And the moment the sun rises,
the sun appears as a character. And the reason that
there's dew on the ground in the morning is because
the Princess ran through the forest bleeding, and the
reason there’s mist on the water is because the
Princess is being held captive at the bottom of the
lake, and the mist is her attempt to sort of struggle and
get free, or at least it's a sign of commotion under the
water. In that sense it’s very Indian, because the
Indians would explain the environment by creating a
myth that would tie environmental change to some
kind of human quest. So in the end, as | say, | want to
try to ultimately bring it back to Canada and bring it
back to the Canadian forest again. After we've gone
everywhere for our search, then we come back to
something which is quintessentially our own
experience. And maybe that’s what we do in our lives,
too, you know. There are the years of wanderlust in
which you go out and you explore the world and then
there are the years when you contract back into the
inner abundance of what was there that you didn’t
notice in the first place. So does that answer your
question?

MW: It explains why, even though you've spent a lot
of time exploring the world of sound, how it's made,
what makes it — I'm thinking of Tuning of the World
and your teachings — your musical works are never
simply about sound and resonance: There is
prominence of story or myth, an idea that the music is
underlining, or some symbolism from someplace else
that is the focus rather than the experience and inner
workings of actual sound and resonance.

RMS: Welll have been accused of being a composer
who can’t write a straight piece of music, you know;
always takes inspiration from some nonmusical force.

MW: Butit seems that you're notas much a
composer of music as you are a maker of events.

RMS: But sometimes you are perceived that way. |
just got a very nasty review from an English magazine
which said precisely that: Here is a composer whose
music is totally derived from extramusical material.
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REPEAT 3 ok 4 TIMES

The Acoustic Community

Acoustic Design 1: Analysis

Community can be defined in many ways: as a political, geographical, religious or
social entity. But I am about to propose that the ideal community may be defined ad-
vantageously along acoustic lines.

The house is an acoustic phenomenon, designed for the first community, the family.
Within it they may produce private sounds of no interest outside its walls. The ideaof a
parish is also acoustic and it is defined by the range of the church bells. When you can
nolonger hear thechurch bells you have left the parish. Cockneydom is stilldefined as
that area in East London within earshot of Bow Bells. This definition of community
also applies to the Orient. In the Middle East it is the area over which the muezzin’s
voice can be heard as he announces the call to prayer from the minaret. Artistotle some-
where gives 5,000 as the size of the ideal community and cites as evidence the fact that
one man can address that number of people with his naked voice — but not more.

In Goethe’s day the city-state of Weimar had a population of about 6,000. Its six or
seven hundred houses were for the most part still within the city wall; but it was the
half-blind watchman, whose voice could be heard everywhere throughout the townas he called
outthe hoursofthe night, thatexpressed best the sense of human scale which Goethe and
his colleagues found so attractive in Weimar.

Had we recognized these things we could have predicted that the Church would have
declined when the sound of the police siren (102 decibels) surpassed that of the church
bell (83 decibels), just as the downfall of Islam was signalled when the first loud-speaker
was attached to a minaret, or that Goethe’s humanism would have passed when the

watchman'’s voice no longer reached all the inhabitants of Weimar. (A furthersign of the”

muzzling of Weimar humanism was a nineteenth-century bylaw forbidding the making
of music unlessconducted behind closed windows. )

In the lo-fi soundscape of the contemporary megalopolis, acoustic definitions are no
longer possible. There is cross-talk on all the channels; there is also anomie and social dis-
integration. (Or are we to assume the increasing prominence of the siren heralds the com-
ing of The New Order?)
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The most important revolution in aesthetic education in the twentieth century was that
accomplished by the Bauhaus, that celebrated German school of the twenties.

Many famous painters taught at the Bawhaus, but the students did not become famous
painters. The purpose was different. By bringing together the fine arts and the industrial
crafts, Gropius, Klee, Moholy-Nagy and the others inventedthe whole new subject of in-
dustrial design.

It devolves on us now to invent a subject which we might call acoustic design, an inter-
discipline in which musicians, acousticians, psychologists, sociologists and others would
study the world soundscape together in order to make intelligent recommendations for its
improvement. This study would consist of documenting important features, of noting
differences, parallels and trends, of collecting sounds threatened with extinction, of
studying new sounds before they are released into the environment, of studying the rich
symbolism sounds have for man, and of studying human behaviour patterns in different
sonic environments, in order to use these insights in planning future environments for
man.

Many of the sounds of our contemporary environmentare accidental. How many of them
are desired or necessary? The efficacy of many of those which are intentional has never
been questioned. Take, for instance, the telephone bell. Who invented it? Certainly nota
musician! Perhaps it is just a bad pun on the name of its inventor? It may be thatadevice
which permits anyone to jump onto your desk unannounced should have an obnoxious
sound, but the matter probably merits more careful consideration. Why could notevery-
one choose his own telephone signal? In aday when cassettes and tape loops are cheap to
manufacture this is entirely feasible.

Car horns are another example of a sonic “absolute’ bequeathed anonymously to the
world by an inventor who never took music lessons. In North American cars the interval
of the two horns is set at a major or minor third. In Turkish cars they are pitched at the in-
tervalofa major or minor second. While in some cultures this is considered an exceedinly
dissonant diad, there are examples of the Balkans, for instance from certain regions of
Western Bulgaria, of folk singing in which two voices sing together in major or minor sec-




But | don’t see myself as a composer either.

MW: No. But you use musical composition in the
making of your events. Princess of the Stars was an
event that focused on the experience of dawn but
used a musical performance context to get people
there. | was wondering what the relationship was
between the sonic elements of the piece and the
outdoor environment — | remember having difficulty
hearing some of the music...

RMS: Certainly when you go into an outdoor
environment you discover that a lot of the techniques
and so on that we have been using in music in our
indoor concerts are inappropriate. One of the things
that worked most effectively there, | discovered, was
the log drumming. Some of the others things that
probably didn’t work nearly as well were the use of
more traditional instruments in more traditional ways.
Or singing in more traditional ways.

MW: What is the interface between the musical or
sonic materials and that particular environment, and
the dawn?

RMS: Well there isn’'t very much. The Princess of
the Stars is actually almost completely a 12-tone
piece of music. In fact, it's the same tone row that’s
used in Patria 1 and Patria 2.

MW: What are the characteristics of the row?

RMS: Wellit's one of those all-interval rows, that
starts on a note and then just moves out semitone,
tone, minor third, major third, fourth, augmented fourth,
fifth, et cetera. | wanted to use the same tone row for
the Princess of the Stars, and | did, for the most of it. In
RA, there's only one aria, the one that | wrote for
Maureen Forrester that uses that row.

MW: In RA was there a lot of Egyptian-based
composing from you?

RMS: Um hmm. Well we don’t know that much about
ancient Egyptian music, but we know quite a bit about
Coptic music. And all the chants were based on
Coptic chants. And the Copts traced themselves back
to the original Egyptians. You know the Copts are non-
semitic people — they’re Hemitic people, like the

language, which has some very clear cognates with
ancient Egyptian. So it's reasonable to assume that
the music too, which is quite obviously not Arabic, is
as close as we can get to what ancient Egyptian music
might have been like. So remember

know, as composers. It is not an expensive work in
terms of the kinds of works that are presented every
week in Toronto. Why should we not create from time
to time a complex and, if necessary, expensive work,
and be able to have that funded? | think we have more
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Well
that’s a Coptic chant, which | put those Egyptian
words to. So, yeah, | did all that stuff, and then George
Sawa (Egyptian music consultant for RA), of course,
added some other things which were much more
Arab-inspired. So you had a kind of mix; a bit of Arab
music and some ancient Coptic ...

MW: The duet, for example ...

RMS: The duetis nothing. That's just pure me. Pure

ARIADNE IS THE EYE GUIDING THESEUS!
BUT THE EYE 1S WEEPING. ARIADNE WEEPS
IR‘I"T"E VERY MOMENT HER LOVER TRIUMPHS.
WHy ?

AMS: | think in retrospect perhaps a mistake was
made in trying to publicize RA as a very exclusive
event.

MW: But you're making, like you said, a more
complex structure, a structure that needs a lot of
support, a lot of money, a lot of people ...

RMS: RAI s a big work, and therefore in today’s
terms it's an expensive work. But | keep emphasizing
that it's an expensive work only for you and me, you

right to it than the Toronto International Festival, which
will be bringing the Met, and spending 8 to 12 million
dollars on entirely foreign entertainment, which
anyone could get in New York or Berlin. Some people
think differently, obviously, but | certainly think that we
should have a right to that. But there are other things
of mine which are much less expensive; for instance,
Patria 3, which, as | said, is a work that takes place
inside a kind of village fair. | don’t know whether this
would work out or not, but | thought that one way of
doing it to cut costs might be to have no admission
charge at all and to have all the performers go through
their various acts and hold their hats out. And what
you make, that’s what you get paid. So, if you're not
making so much, you improve your act. You know. But
do you see what | mean? There's an expectation on
the part of performers, too, that they’re going to get
paid no matter what, and unions and producers have
built that expectation into them. | think there's no
reason that they should expect to have those
guarantees any more than a university professor
deserves tenure, which he doesn’t. We're all
constantly being adjudicated and we're being either
paid or going penniless according to how well we're
doing that particular job. So what's wrong with that? |
think that if one were to do, say, Patria 3 that way, that
one might find there are a lot of performers, not
necessarily the big name performers, but an awful lot
of performers that would be interested in that kind of
experiment, just to see what would happen. And
maybe they’re the right kind of performers for a work
like that. So, I'm hopeful that maybe we can do it that
way, and then what have you got? Your only cost is
renting a bunch of tents. And throwing them up,
putting some lighting out there and then just go. Bang!
That’s an open-ended work, by the way, in which I've
created many of the pieces, but there's a whole
category of pieces which anyone else can plug into.
And | hope that people will. | hope that anybody who's
got an act, provided it relates in some loose way to the

ancient Egyptians. And their language is non-Arabic
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onds, the singers considering this isaconsonantinterval. In the interest of preserving idio-
syncracies in the world soundscape some thought should be given to using the charac-
teristic intervals and motives of local musical cultures in tuning environmental signals of
allkinds.InJava,forinstance, itmight be the unique “shortened™ fifth thatcould serve for
thecarhorn, for thisintervalis,  understand, found in nootherculture, thoughitis basic to
the tuning of gamelan orchestras and is said to derive from the characteristic call of an is-
land bird.

It would also be useful to have complete information on how horns are usedand abused in
different communites. We have determined thatan average of 70 car horns are blown per
hour at the downtow nintersection of Georgia and Granville in Vancouver. In Moscow
they are less frequent; in a one-hour count on Gorki Street 17 were heard. In Teheran or
New York,on theother hand, the numbers would be exceedingly high. (Parenthetically, I
might mention one memorable drive from Pergamum to Aescelapion,adistance of seven
kilometres, during which my chauffeur blew his horn 289 times at nothing in particular.)
Vancouver has a monstrous horn mounted on top of one of its highest buildings, which
signals twelve o’clock by playing the opening phrase of the Canadian national anthem.
One block away this sound is 96 dBA-100dBC. This hectoring attempt at the patriotic
unification of the community (and which came into existence without the citizenry being
consulted) is one of the most salientsounds of the contemporary Vancouver soundscape.

When thesoundscape is as dynamic as itis today new sounds are constantly appearing and
others are disappearing. Those which are disappearing should be collected. We are cur-
rently building an archive of all the disappearing sounds from the British Columbia
soundscape. Our list is very extensive but a few examples will suffice for illustration.

The ringing of old cash registers;

Clothes being washed on a washboard;
Butter being churned:

Razor being stropped:

Kerosene lamp;

The squeak of leather saddle bags:

Hand coffee grinders;

Rattling milk cans on horse-drawn vehicles;
Heavy doors being clanked shut and bolted;
School hand bells

Wooden rocking chairs on wooden floors;
The quiet explosion of old cameras;

Hand operated water pumps.
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Itisonly by exercising considerable imagination that the soundscapes of pastsocieties can
be reconstructed. Novels, works of art, anthropological studies, and other documents
must bestudied indetail forclues; but weare findingitis indeed possible todevelop plausi-
ble tone-picutres of lost socieites by the careful examination of documents as diverse as
Thomas Hardy’s West Country novels, the paintings of Breughel, Fenimore Cooper’s
Leather-Stocking Tales or the tales of The Thousand and One Nights. A geographical
comparison of contemporary soundscapes is easier; all it requires is good ears and travel
money.

This gathering of cross cultural information is most desirable if we are to plan future
acoustic environments imaginatively and judiciously. If we do not do this, as | have been
trying to point out in this essay, we run the risk of sinking into an environmental sound
sewer which is characterized exclusively by its amplitude and brutality. Illustration four,
which is based on some of our early tabulations from the type of documents mentioned
above, shows how the hard-edged sounds of modern technology are now masing out the
voices of their human inventors.

From Aria of Amente-Nufe, RA. (Sung by Maureen Forrester. A portion of Aria is

Natural Sounds | Human Sounds | The Sounds of Tools |
and Technology [
Primitive
69 % 26% 5%
Cultures
Medieval,
RenaissanceAand 34% 52% 14%
Pre-industrial
Cultures
1 Post-industrial 9% 25 % 66 %
i Cultures
Today 6% | s 68 %

4. The tab:c shows the increase in technological sounds and the decrease in natural sounds
throughout human history. It is based on the study of many accounts in art, literature and
anthropclogy of the kinds of sounds heard during different historicai periods.

devoted to Soundscape Studies, edited by R. Murray Schafer. Universal

From The Music of the Environment, Number 1 of an Occasional Journal
Edition No. 26912 (® 1973, Unesco).
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general themes of Patria 3, will come along and say,
gimme a corner, | want to do something. Okay. Yeah,
come. Put out your hat, like everybody else. And that's
the way you build that work up, | think. So it's exactly
the opposite of a highly exclusive and expensive sort
of undertaking.

MW: Why do you think it was a mistake to present
RA as an exclusive event?

RMS: Well, itis exclusive, but when we tend to think
of something being exclusive, we tend to think that it
means expensive. That is to say, the tickets are very
expensive. We have that kind of syndrome — it's the
opening of Thompson Hall, or something or other,
therefore the tickets are going to be very expensive in
order to get the first chance to parade on the stone
coloured carpets, you know. | think the mistake was
made simply in making tickets so expensive [$150
general admission] that people like you, or anybody
else who is the appropriate kind of audience, feels, Oh
| can’t afford it, so they stay away. Well then who does
but the tickets? Then you're dependent on the people
who might have gone to the Canadian Opera
Company gala performance or something to buy your
tickets. They're not the right kind of people to be going
to RA. We got some of them, and they were rather
disenchanted, quite obviously; it's just not their kind of
show. You see | wanted to run a lottery and sell lottery
tickets for 2 dollars. And if you could sell 10 to 20
thousand lottery tickets that's how you would make
your money. And then you'd draw out 750 lucky
winners. But | was not the producer, and | didn’t make
the final decisions on how the thing was to be
publicized. But you see, you could also knock out the
publicity budget. We tend to think, in terms of publicity,
that you have to take an ad in the Globe and Mail, it
costs you hundreds of dollars, maybe thousands if you
wanted anyone to see it. But if you sold 20 thousand
lottery tickets, 20 thousand people would know about
the event and you haven't spent a cent. And they're
talking about it. And they're saying, Gee, when's the
draw? Maybe I'll win. | think it's a viable way to find a
new audience. You see | really believe in new
audiences too. Princess of the Stars, for instance, of
the audience that came to that there were a lot of
people whom you might have found at a New Music
Concert. *But there were an awful lot of people that
you would not have found at a New Music Concert.

MW: There were people from the community around
the lake?

RMS: There were some people from around the
lake, there were canoeists, and those kinds of
outdoors people; fishermen who happen to get up at
five o'clock in the morning, and were told on those
particular mornings they wouldn’t be able to fish in the
lake because there was going to be a production, so
some of them came and watched instead. And you get
really interesting and genuine responses from those
people. By the way, they're not, by any means, hostile.
We said Princess of the Stars is a 12 tone piece of
music: They listened to that. No one ever said, Gee, |
don’t like the music. They just listened to it, they
thought it was fun, they took it for what it was, knowing
nothing about it; it was absolutely an original
experience for them. So, in our New Music Concerts
and our new music undertakings, | really think that the
audience is out there — it's just that the audience is
not the audience that we've been trying to make an
appeal to for a very long period of time. It's not the
audience that's going to come down here to St. Patrick
Street, (The Music Gallery) or it's not the audience
that's going to go to the Edward Johnson Theatre. It's
not the audience that’s going to turn on and listen to
Stereo Morning. It's a different group of people. They
don’t know anything about new music. Fine, | say.
Perfect people.

MW: Well there is a tendency to keep cycling
through the same audiences, | think, and it becomes a
very static ingrown situation.

RMS: Yeah. And you keep thinking that somehow
the audience is eventually going to materialize. But it
isn’t going to materialize. I've been around long
enough to know that it isn’t. It isn’t getting any larger,
and in many places it's getting smaller. But it's getting
smaller not because of a refusal on the part of the
public to listen to this execrable music, but rather that
the music is being presented in such a way and in
such locations that they just don’t feel very
comfortable with it and therefore they don’t go out of
their way to find out about it. The same experience is
being found | think by the sound poets, bp nicholl and
Steve McAffery and those people, who are now
reciting in pubs and things like that, and find that
there’s an entirely different audience out there who
knows nothing about what they've done, but will sit
and listen, quite attentively. | think we can do that in
music too. For Patria 3 we obviously need thousands;
I mean if you're going to do a fair, it’s a fair. You've got
to have a thousand people a night at least.

MW: s that how you conceive of it — that you're
making a fair?

RMS: Oh it's definitely a fair. It's nothing but. It has
all kinds of booths and kiosks and tents and mini-
stages and hawkers out in front that are trying to lure
you in to see this act and that, and lots of freak shows,
lots of deceptions, lots of tricks, magicians, in addition
to some things that are fairly sophisticated pieces of
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music. Beauty and the Beast goes into Patria 3; a
very tame, nice little sort of piece of music, but fairly
sophisticated.

MW: This all takes place in the country?

RMS: Well |l could consider doing it closer to the city,
or even in the city, as far as that goes, but the model,
really, that | had in mind was the country fair; any
small town that has a fairgrounds and has a fair at the
end of the summer or the beginning of autumn would
be the kind of thing that it's attempting to sort of
imitate, but — it's imitating it in a slightly ironical way,
because it isn’t just that; it's something much more
than that: It is a work of art.

MW: So you're creating another labyrinth?

RMS: |It's a different kind of labyrinth. It's a labyrinth
in which the people move freely, selecting whatever
they want to see, or hear, or eat,

MW: Orwin,

RMS: Orwin, but at the same time, unknown to them,
certain things are happening. For instance; supposing
you’'re playing a game, and you happen to win, as a
result of throwing your coin over these pop bottles, a
particular prize, and the prize happens to be a blue
baloon. As you walk around with a blue ballon for the
rest of the night, you in a sense become an actor
without realizing it: Maybe the blue balloon is a signal
to something else to happen that you will be directing
in a certain way, or you will be dealt with in a certain
way, or you will join up with certain other people.
There's a lot of that kind of manipulation.

MW: You mentioned that you wanted to invite
people to participate in Patria 3 as long as they kept to
the themes.

RMS: There are several sort of themes that it deals
with. It's hard to explain them without getting too
complicated, but basically one of the themes is the
fragmentation of experience. Because this consists of
a hundred or so pieces, fragments, vignettes, little
cameos, the suggestion is that the whole of
contemporary life is being chopped up into little
pieces. And so one of the themes is the breaking up of
everything into fragments and pieces. And of course,
its opposite: How do you put the pieces together into a
coherent picture again? So anything dealing with
fragmentation, and coagulation is appropriate.

These are the sort of themes that run

through it. And some of the acts make reference to
them and so what I'm saying is that | would welcome
other musical performances, dramatic performances,
dance, mime, anything, which deals with those two
themes, or with counterplots. | think it's a nice idea. I'm
kind of excited about it, you know, because it's
creative, and it can always be in a state of flux.

MW: And it will always be a fun thing for people to
come to, for people to participate in.

RMS: Yes.AndIdon'teven think that necessarily
every act and every detail in it has to relate to any
other detail.

MW: So Princess of the Stars is the opening to the
Patria series.

RMS: Yeah Princess of the Stars is the prologue to
the whole thing.

MW: The whole six...

RMS: The whole six or seven or eight or | don’t know
how many there are.

MW: Until you find the Minotaur.

RMS: Yeah,right. And then we zoom back, right back
to classical times in Patria 4, to treat a classical
subject which leads up to the whole story of Theseus
and Ariadne and Pasiphae, the wife of the King having
the affair with bull, which leads to the birth of the
Minotaur and then Thesseus going into the labyrinth
and confronting the Minotaur. And who or what is the
Minotaur? And what is the nature of the
confrontation? It deals with that.

MW: You're not going to tell us what happens.

RMS: No. | think that what | have in mind needs to be
kept secret for the moment. But at the same time ...
remember at the end of Princess of the Stars, the 2
principle characters there: The Princess who falls out
of heaven and is being kept prisoner now at the
bottom of the lake, and Wolf, who comes to look for
her, and can't find her. And at the end of the Princess
of the Stars he's told to search for her, far and wide,
you know, search in the four directions of the Earth,
and meanwhile the Sun tells us that the Princess will
be sealed in the lake until she's found and delivered.
She'll be sealed under ice and snow. So we go into a
kind of winter period. Well, Wolf keeps reappearing.
Wolf, who is the animal of the wolf, is the same
character who comes back in Patria 1, transformed as
the hero. In fact in Patria 1 they call him Beast. Or
sometimes they call him D.P. They have all these
perjoratives for him, you know; the Animal, the
Outsider, the one who's egregious, outside the flock,
or the one who's not like us. And he’s searching.

Wolf, from Princess of the Stars. Design by Jerrard Smith.
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MW: So the whole Patria series is Wolf searching.

RMS: In all his transformations, whether he is called-
Wolf, or whether he is a displaced person, or whether
he is Thesseus, or whoever he is, he is searching for
his Ariadne, all through the whole thing. And in the
end, presumably you know there’s some kind of
consolidation of that whole search, and a deliverance.
But, as | say I'm not quite sure exactly how that’s going
to take place. Except that | imagine that the whole
thing returns to Canada again, after he’s searched all
over the world for his salvation.

MW: When did it all start, the Patria series?

RMS: Oh, well | wrote Patria 2 about 1970, | guess.
Patria 1 | wrote next, about 1975. And then Patria 4.
Patria 3 | have been working on whenever time
permitted. And, of course RA came up, and | decided,
in some way |I'm going to incorporate RA into the
whole thing. Because RA deals with the labyrinth too.
And the labyrinth is very much a part of the whole
thing.

MW: |It's very clear. In RA, opening of the door down
in the Netherworld, sounds like Thunder and |
remembered reading about the sound of the Egyptian
court doors opening; all of those labyrinth images are
very clear. So the sound then, the music, is really
simply a function of these ideas; the searches, really,
that are manifested in drama.

RMS: Oh, yeah. And the music’s the thing in a sense
that holds it all together. Rather than the story line. In
various other sorts of triologies, or tetrologies, you
have a kind of continuous story that holds it together.
Story is not so clearly defined.

MW: It keeps disappearing and reappearing.

RMS: Yeah, it keeps coming back. There are all
kinds of cross references, but there isn’t actually a
continuous story that you could say, it starts here and
it goes from A to B to C to D to E. So music is kind of
the thread, Ariadne’s thread, if you want, that leads us
through the whole experience. | sort of dealt with that
a bitin an early essay that's in a collection called
Theatre of Confluence. Well, Theatre of
Confluence, to me, was a theatre where there was a
confluence of the various art forms contributing. But,
for me at least, music would be the thing that holds
them all together, because, although I'm not
exclusively a musician, I’'m more a musician than | am
a novelist, or a poet, or a theatre person.

MW: It's a different approach than composers who
deal with just sound, exploring the structure of sound
and making pieces that are stretching our ears to hear
more the natural order of sound. | was surprised that
you don’t make your sound structures in accordance
with ideas of Music of the Spheres or ideas of perfect
vibrations that you've expressed in some of your
writings.

RMS: Yeah, that's probably true. And | think also the
forms that the pieces are written in, and the
instrumentation of them, is fairly traditional. And the
music itself is fairly traditional. That is to say, it's like
other things that have happened in the 20th Century
— it's not something that is going outside of music and
dealing with pure vibrations or making new musical
instruments — it's written for known musical
instruments for the most part, although there are some
soundscape things that were done that are probably
closer to that sort of sound art form, you know. I'm
thinking of works like Okeanos, an hour and a half
piece based on the sounds of the sea, recorded on the
sea shore and with some electronic sounds that
simulate them.

MW: Minewanka effectively imitated the sounds of
water also. And the wind going through the trees — the
voices sounded exactly like that.

RMS: Yes.|think there are some pieces like that.
And then there are some of the things that we did in
the Soundscapes of Canada series, which actually a
group of us put together, Barry Truax and Bruce Davis
and Peter Huse and Howard Broomfield and myself.
Each person made a very strong contribution to that
series of 10 one-hour radio programs, that were based
on aspects of the acoustic environment. And some of
the nicest things were simply selected acoustic
environments which we recorded, including a 24-hour
recording that we made in British Columbia outside of
Vancouver at summer solstice in the countryside.
Those things have been played as pieces. So to some
extent, | could say that there is a certain strain in my
music in which the natural sounds of the found
environment make their presence felt. But basically,
the music which probably satisfies me the most
personally is music that is composed for skilled
classical performers playing in a fairly traditional way.

MW: Do you know why that is?

RMS: |thinkit's because, although | identify at the
beginning of the Tuning of the World the two kinds of
music. One which is a sort of an Appollonian idea, |
suppose, is that you draw music with restraint from the
sounds of the universe, which were given to us, and
it's characterized in the myth of the origin of music

which says that when you find a turtle and you start
tapping on the back of the turtle shell you discover
that you can drum on it: That is how music originated.
The other more Dionysian idea of music is the idea of
a Greek myth: When Medussa was killed, her
daughters started wailing and created the dithyramb;
so that idea of music, which is more traditional in
Western culture, says that music comes from the
heart, comes from inside, it's quiet, it's happiness, it's
something that you push out, you know. And probably
of the two notions, that one is stili closer to me in my
own work, although | recognize the importance of the
other. And the Soundscape work really is totally
devoted to the other, to the sounding universe: We are
eavesdroppers, and we can listen to it and we can
manipulate it in various ways, we can discover things
about how sounds behave and we can use them
creatively in our own work. This would involve things
like composing in the time span, say, of the way bird
choruses function, or the interplay between frogs and
birds through a diurnal cycle or listening to the sound
of waves, composing according to the ebb and flow of
oceans and things of that sort.

MW: You do that too, in a way, not exactly with the
musical composition, but certainly in RA and Princess
of the Stars you're using a natural timespan for the
overall structure. There was also an earlier piece
called Sun where there was a concern with this sort of
natural motion.

RMS: Yes. Definitely. I've learned a lot, you see, from
having listened to the sounds of the environment
intensely. | do it in my 2nd string quartet too. One of
the things that we discovered about ocean waves was
that 90% of the time, they crested between 6 and 11
seconds. That's to say, only 10% of the time were
there crests of shorter intervals or longer intervals of
time than that. So there’s a kind of periodicity there.
So, taking that as a sort of a model, 2nd quartet uses
the idea of cresting, every 6,7,8,9, 10 or 11 seconds,
then the sort of allowing the music to ebb or go into a
sort of a trough and crest and. .. so there’s a kind of a
motion there that is not dissimilar to the motion on
both the Atlantic and Pacific Oceans, as we measured
it. So those things come out, but they come out in a
very distilled way, | think, in most of my work. | think
probably that’s partly because I'm very much aware
that if you're creating a work which is going to be
presented in an alternative environment, if you're
taking something, a listening experience from one
environment and moving it into another environment,
you may have to deal with it in a slightly more
sophisticated or fairly arbitrary manner. I'm not sure
whether that sounds as clear as it —

MW: Well, you have to change the context in which
you're acting.

RMS: You have to change the context. | know when
we did Okeanos * and | proposed to the CBC that I'd
like to do this piece based on the sounds of the waves,
they said, Well how long do you want? And without
thinking, | said 24 hours. They said, Well you can't
have it, and | said, Well how much can | have? And
they said, Well how ‘bout an hour and a half? And so
you're in a position where, what can you say? I'll take
it!

+An annual series of contemporary music concerts held in
Toronto.

* Okeanos (1971) was composed in collaboration with Bruce
Davis and Brian Fawcett.
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TOWARD A NEW MIND/BODY MUSIC 4
DAVID MOTT IN CONVERSATION

David Mott has been writing a series of short articles in MUSICWORKS that deal with body meditation
practices and music. Beginning in MUSICWORKS 19 and continuing in numbers 20 and 21, the series
discusses guidelines for developing mind/body music, and includes breathing exercises and body

meditations.

Presented here are excerpts of a two-part interview that MUSICWORKS had with David in November

and December 1983.

DM: What s the state of consciousness that you reach when you're listening to a piece of
music that moves you? What does that state of consciousness point to in our own beings,
and how does it help you, or does it change your life in some significant way?

I can count on a number of pieces that | have heard at various points in my life as being
transformational: | hear the music and all of a sudden I’'m no longer the same person. All of a
sudden I’'m aware of something entirely different in my life — a whole mode of
consciousness, a whole mode of experience. So therefore | really see music in it’s most

powerful way as being transformational.

| think that what | was getting at in the first article
(Toward a New Mind/Body Music, MUSICWORKS 19)
and which | find so very difficult to say is that if you're
after that transformational aspect of music, then you
find that music is much more of a wholistic experience
than just the first two levels of listening: The emotional
level — isn’t that a lovely piece — or the cerebral level
— isn’t that fascinating what happened with that
musical information, that material and how it's used by
the composer. Now the more spiritual level transcends
the first two levels and goes to a deeper place of
consciousness while the first two are still present. If
we get down to that third level, we start to realize that
we have to do even more with ourselves than just
practice our instruments or just compose. It may be
that there are a few very gifted individuals for whom
music is their entire vehicle. But | think that for most of
us, it's fruitful to find something much more wholistic:
Approaching music throughout your entire life,
through working on your body, working on your
spiritual self, shall we say; in a sense, making
everything music, or making everything artful so
music is no longer a separate category, it's totally tied
in to the direct experience of everything than you do.

Maybe this is an attempt on my part to rectify what
people might see as attention on some rather
disparate elements in my own particular life. But |
don’t see it that way. | used to when | first started
doing all different kinds of things; being interested in
the body, being interested in the martial arts, or
spending a lot of time in meditation, or practicing an
instrument, or composing, or learning how to cook, or
building cabinets. And in a way | guess | always sort of
envied friends of mine who were really very powerfully
directed towards one thing: Being a composer. Or,
being a cabinet maker. Whatever it was.

MW: You didn't feel focused in that way?
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DM: |couldn’tdoit. Lord knows | wanted to.
MW: You wanted to be a composer?

DM: Yeah. Or be a cabinet-maker. Or, then I'd say,
Boy, the martial arts are really great. So then I'd want
to be a martial artist. This great smorgasbord of life is
just so far out, you know, | couldn’t deal in
exclusivities. | couldn’t say, Well I'm just a musician,
let somebody else build cabinets, let somebody else
sweat in a martial arts environment. | couldn’t do that.
So then | had to say, Well, what is it that led me to all
these things? What do these things have in common?

MW: You were putting more or less equal attention,
or the same kind of attention to all of these activities?

DM: Right — well | can’t say that that's totally true;
I'm not a meticulous cabinet-maker. | haven't studied
it. So cabinet-making, | can say, well maybe that is
really a hobby. Except that there is something
beautiful about working with wood. And there’s
something that transmits itself, | mean this sounds
maybe hokey, but the woodness transmits itself into
my body; my body needs that element, my body
needs to feel the wood, needs to shape the wood,
needs to see what's in the wood. I'm not a great
cabinet-maker.

MW: It's more the play with it that's important.

DM: It's the play. The Taoists say that there are all of
these elements in the body, and wood is an element. |
need contact with stone, wood and water. | really do.
Fire — not so much, metal not so much. Those are
probably already in my character to a fairly high
degree. But | need those other things: | need to go out

into the woods. The woods in a way combines all of
those things, because I'm surrounded by wood. | feel
the rock underneath my feet, or | lay on a rock. | climb
the rock. The water — | need to get my feet wet, | need
to take photographs of the water, | need to listen to the
water, you know.

MW: Sorather than finding yourself trying to be a
composer, you were trying to balance —

DM: Itwasn’'t complete enough for me. You see the
other thing about it is that composing is really nothing
different than designing and building a cabinet. The
experience of composing, of really tapping into the
deeper part of your self, into the intuition, into levels of
consciousness where the creative impulse flows, is no
different than some of the things that | experience as a
martial artist. Performing as a saxophonist is really no
different than the martial arts, you know. Cooking is no
different than working with wood. So in talking about
the complete experience of music, the thing that |
discovered is that all of these things bring something
to bear in music too. My experience of working with
wood, or making a Szechuan recipe, making one up,
all help music. They bring something to bear in the
music. | remember | had a really good composition
teacher in New York, | don’t remember what his name
is now, but apparently he was a student of Bartok'’s.
And he was a particularly good composition teacher.
The first thing that he would ask a prospective
composition student, is, What interests do you have
outside of music? If you had no interests outside of
music, he wouldn’t take you. Because his feeling was,
What do you have to express in your music? There's
nothing. It's empty. Music, for him, and | think for me,
but not necessarily for everybody else, but for us, is
something that's not an ingrained.circular path, in
which music causes more music causes more music.
It's like some kind of a positive black hole. It just pulls
all of this other stuff into it and then it feeds it out. At
the same time | guess I'm being misleading by saying
that, in away, it looks like everything's going to music.
And maybe it's not — maybe it's flowing the other way.
Maybe music is going out to everything else at the
same time. So my original concern with these articles
(Toward a New Mind/Body Music) is that | do see a lot
of musicians that maybe are extremely gifted
musicians but there are a lot of other holes and gaps
...and | would like to say anomolies in their lives

that don’t seem to be put together to make them a
complete person. I've been offended by musicians
who were great musicians but were absolute turkeys
as human beings. But in a way that speaks to the
power of music that somehow these musicians are
gifted in one sense, that they can transcend
themselves, completely, and let themselves be a
vehicle for whatever this beautiful music is. So that
attests to the power of the music itself.
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MW: | would like to ask you about the musics that
have given you very strong transformational
experiences — music that suddenly opened up
another state of consciousness for you: What was that
music, and can you describe what the experience was
— on what levels you felt it entering your being, the
images you had, did you feel something physically?

DM: That's a very good question. I'll do my best with
that. My first father teaches voice at a University, so |
grew up listening to and being in operas. The curious
thing is that outside of a few selected Puccini | never
got it from opera. The first music that really did it for
me was Spike Jones. This is as a very young kid.
Spike Jones is the epitomy of ... well, listening to it
now with much more sophisticated ears, there isn’ta
whole lot going on there. But as a kid, the incredible
flux and change of musical timbre and of humour and
of timing and of pacing was absolutely startling to me.
And | loved it. It was exciting. There were the most
unexpected shifts. Spike Jones always leads you
down this rosy path of expectations, and then really
literally in the most funny way possible, pulls the rug
from underneath you, so you don’t know what end is
up. You don't know where you are, you land with a
thud, and you laugh.

MW: So there was a childhood thrill in listening to it.

DM: Yeah. Butalso these crazy sounds that he came
up with. Sound somehow became magical. Like a
magician. A magician has a hat, you look into it, there’s
nothing there, he reaches in pulls out a rabbit, and you
say, well how the heck did he do that? And you know
this hat now contains rabbits, but it looked like an
ordinary top hat. So you have this popular song of the
40's. And it's kind of schmaltzy, you know, it's sort of
lilting along, and all of a sudden something happens
which is utterly chaos. It's anarchy. And because it's
anarchy you start paying attention to everything. Even
the schmaltzy aspects you can't take for granted any
more, because you know something is going to
happen, but you don’t know what. But that was the first
real thrill that | ever experienced. And it was
transformation. It really made me listen to music.

After that it was Dixieland Jazz. And | think the thing
that knocked me out about Dixieland Jazz was
creativity. | never thought about music as being
creative until someone said, Hey, you know, those
people are improvising — they’re making that up.
There were actually a number of things about
Dixieland Jazz that really were incredible. First of all
that it was improvised, and then | began to see
something very deep about the expressiveness of
blues.

MW: What do you mean by deep?

DM: Well, sorrowful. | don't want to make this sound
like a caricature in an archetypal sense, because
when we think about blues, we think blacks — the
difficulty of being black and living in this culture,
coming from slavery, which | don’t think white people
can have a complete empathy for because we haven't
experienced that. But, nevertheless there was
something very powerful and very moving in that early
black music, that Dixieland that | heard. | made me feel
big. You asked me to describe my physical reactions: |
can't even connect the Spike Jones that way, except
maybe kinetically — it made me feel like a clown. | felt
a tremendous amount of kinetic energy from Spike
Jones.

MW: What do you mean by big?

DM: Big without dimension. As though inside of us
there’s a capacity that’s almost endless for dealing
with things like sorrow. If | had to describe it, if | had a
mental picture ... | have the feeling that somewhere
there’s a place that's like this huge big dark blue
blackish balloon that we're inside of. For a moment.
And it's limitless. It's huge. | don’t know where it is, but
it's there. And somehow blues and the feeling of blues
brought me to this place. It's an earthiness. It's almost
like the blues tapped into something very
fundamental, like rock and earth and soil; a place in
which sorrow can be healed: Inside the Earth, or
inside this rock, it just absorbs it like a sponge. But |
don't get the feeling of matter in this, | get the feeling of
expansiveness, of immense dimension. And | felt it in
my body. And | felt the rhythm in my body. Right in my
belly, but | feel my belly is too small — it's my belly
inside of the Earth. And | think that’s where blues
comes from.

MW: It's aretreat,in a way.

DM: It's aretreat butit's also a passageway. The
music acts as a passageway. It's like this huge funnel
or tunnel that pulls you down into this place. It's a very
powerful place, it's a very soothing place, and | feel it
in my belly.

Then | have to go to Schoenberg. When | was in high
school | went to a summer camp at the University of
lllinois and they had this fellow there named Don
Sidderly who was at that time sort of post-beatnik/
pre-hippie — we're talking about middle to late Fifties.
We used to improvise in the Jazz tradition together
and one day he said, You've got to come and listen to
this. So he dragged me into a little practice room, sat
down at a little piano, and played Schoenberg Opus
11, the Drei Klavierstucke. And those pieces
connected to some sort of an upper level. In some
traditions they talk about the body and various layers

of the body as the physical body, the earth body, and
then they talk about the astral body or the soul body —
there are a lot of different terms in different traditions
for this. Schoenberg was tapping into something in
terms of a higher level, for me personally, of
experience. Not higher meaning that my jazz
experience was lower — that’s a poor choice of words.
One is very physcial and one is very ethereal. Blues is
very much pulse oriented: Your heart. Whereas
Schoenberg is much more nervous system music. So
all of a sudden | was tapped into my nervous system; |
discovered my nervous system through Schoenberg,
in a way, and listening to these major and minor thirds.
in combinations with one another. It was truly an
ethereal experience and | just sort of floated out.

Then we go from Schoenberg to non Western
musics.

When | was 16 or 17 or 18 | had a dream, which
today is still as vivid as it was then, that | was with 2
musician friends of mine, and we were playing in what
at that time — and this is very interesting symbolically
— was the highest building in Chicago, the Prudential
Building. We were on one of the top floors standing in
the hallway playing. My 2 friends were playing their
normal instruments; bass and drums. | was playing, on
the other hand, an instrument that was this silver
globe, a bright, round silver globe. And on top of it were
these irridescent blue keys. The music that was
coming out of it was not jazz. It wasn’t even anything
that vaguely represents itself aurally in terms of
Western music. It was much more closely oriented to
things that I've heard and now know in Asian music.
The instrument was like a combination of the Sheng,
which is a Chinese-organ like instrument, and the
Sona, which is like a short double reed instrument.
And yet it had a stringy-ness to it too, and | felt gongs
and all kinds of things that | hadn’t experienced
before. So when | first heard Tibetan music and when |
heard Chinese music and Korean music and
Japanese music, with each of these that | heard | was
just completely destroyed in terms of any conceptions
or preconceptions that | had about music. And | think
those musics put it all together. Spike Jones now
merged with Schoenberg which merged with blues
which merged with John Coltrane which merged with
Charlie Parker or Ornette Coleman. The whole thing
made a totality. And the music was for the most part
not entertaining but music that had a deep
expressiveness that was purposely used for the
heightening of consciousness, was purposely used for
transformational ends: there it was! It was always
there and it was just waiting for me in my life to find it.
So thank goodness for Odeon and Nonesuch and so
on.

DM: The Chinese have an ideal person that
superficially sounds like the Renaissance man, my
understanding of the Renaissance man being a
person who was learned in certain kinds of social
graces in an almost Confucian manner; he could
maybe play the clavichord, virginal, whatever — a
well-rounded individual. He had an education, he was
physically active ... But my problem with the
Renaissance man is that there seems to be a kind of
superficiality about that kind of a person. | feel equally
the same about the Confucian ideal, to some extent —
that it was really involved with social graces and these
kinds of things. But there was another kind of Chinese
ideal, which | think is much more akin to what we
would know as the person who was an actively
practicing Taoist — who was a scholar, or learned,
who was a poet, a painter, a musician, a martial artist,
a healer, a priest, a judge; all of these things. It was
really the embodiment of integration of many many
different things in a way that they all came out of some
central place, or they all fed into some central place.
And it's been something that lately I've been
rediscovering. It seems that, again, we're not talking
about music, but it's like the Chinese musical
experience for me — you put all of these things
together. Not only the Chinese, but the Tibetan, the
Korean and the Japanese as well. And | see that in
Asia, there is this kind of model of a person who
develops all different aspects of his or her personality.
| guess it's probably his because as we know about

Asian society, women are really for the most part
pushed into the background. But there is this concept
nevertheless of completeness that really fascinates
me. It's not for the purposes of social graces, or not to
be a charming conversationalist or a witty person:
Somehow it's as though all of the positive things about
humanity can be found or can be represented within a
certain person. And we all need this. You see this
coming back more and more today. Ken Cohen*, with
a man named Rolling Thunder who's a great medicine
man in the Native American tradition, talks about the
return of the spiritual warrior. In many ways it
embodies this kind of ideal. A spiritual warrior is a
person who is a warrior not in the sense that they're
involved in taking life or hurting people, but they're
involved with the hunting of positive energies, in a
way. The spiritual warrior gives life, whereas the
warrior takes life. It's an interesting concept. It's ina
way a very non-Western concept although | think that
this is happening now in the West, in Canada and in
the United States because we have the opportunity
now to do these things. If we talked about this ina
Western way we would talk about the new movement
towards the development of full human potential and
they're looking at the same things from a different
stand-point. It just turns out that in my own case | have
much more of an affinity for Asian things. There seems
to be a lot to learn about the histories of Asian cultures
and a lot to learn about their modes of acting that |
think are very very useful. | think it's significant that so
much of the best of Asian culture is now appearing
very strongly on this continent, and in Europe to some
extent. The thing that's interesting too, is that a lot of
these things were on the verge of extinction — Taoism
as a practice has been dangerously close to
extinction. But now, all of the people that are really
worth studying with, that I'm aware of, seem to all be in
either North America or in Europe. They've all left. Of
course they can explain this all very normally and
naturally as part of the pattern of things.

MW: How do they see it as part of a pattern?

DM: Taoists are interested, as you know, in intrinsic
energy, which they call Chi. Every human being has
Chi, or intrinsic energy. Each thing, actually, this tape
recorder, this table, everything, has Chi. The 'Chi’
manifests itself in different ways — it has different
strengths and different weaknesses. But the Earth
certainly has Chi. They deal with the whole science of
Feng Shui which literally translates as, | think, Wind,
Water and maybe Earth, but it's the Chinese science
of Geomancy, which is the study of the formations of
earth to understand the power in the Earth and where
the power is and how the energy moves through the
Earth. See, the Taoists don’t deal with exclusivities.
Mammals and reptiles and fowl and all of the
creatures that we know of don’t have any monopoly on
energy and the way energy works. The Earth certainly
has its own energy. One of their great fears, of course,
is that the Earth is slowly being killed. It's a very very
serious concern, and it's a concern that all the
environmentalists have.

MW: Soin terms of migration, then, the Taoists are
moving to places...

DM: ...that have the Chi. They feel where the power
is moving, so they go with the power. When it leaves,
that part becomes dead. | am the most amateur of
amateurs in talking about this at this point, but you can
see how different cities get energy, and they're on the
move. Toronto is really on the move: For the first time
in how many years, we have winning sports teams.’
Now that may seem trivial, but if you look at the great
cities of North America, you can see how there’'s a
flux, for example, in all different aspects. Sports even.
Cities, when they're great, and when there’s a lot of
energy in those cities, they all have great sports
teams. It's curious. And this may seem crazy and
bizarre and nuts, because what we're talking about is
sports, but you see other things happening in cities;
you see a tremendous amount of interest in the arts,
you see things happening in what we could classify as
spiritual, or New Age activities. So the Taoists study
that, and they're very attuned to it. It's not like plotting
an astrological chart: They just know it. They know it
by feeling. Once you get aware of the feeling of energy
in your body, you can start then to feel the energy of
other things. So it's a natural process, it's not anything
deliberate. Or deliberating. They go. It's time to go. We
of course deal with that in the realm of the intuition.
But intuition, | think, oftentimes to a certain extent, is
just knowledge that's not complete. It's all there, but
it's subliminal, it's buried.

MW: It's more accidental.

DM: It's a lot more accidental. And part of the
training that I'm interested in, and this gets back to
that article, is making it less and less accidental. In a
way it's like anything that’s developmental. It’s just
that we don’t usually think about it being possible to
develop the intuition. We certainly know it's possible

*Ken Cohen is a Taoist priest who teaches the Taoist
way (martial arts, healing, meditation) in Boulder,
Colorado. He has written numerous articles for
EastWest Journal and Inside Kung-Fu. He has also done
extensive work with North American Shamen in
comparing the North American Native way with the
Taoist way.

+ This interview took place when the Toronto
Argonauts had just won the Grey Cup for the first time
in over thirty years.
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to develop cognition — that's what we do in school
most of the time: Facts, facts, categories, concepts,
modes of thinking. That's all feeding the cognitive —
it's helping the cognitive grow. But somewhow, we
never stop to think that the intuition, number one, is
important — some of us do obviously, but most people
don’t — number two, that the intuition can indeed be
nurtured and can grow, and number three, that it
becomes part of the natural way of being. And that's
pretty far out. You know, as a culture, as a society,
we're very calculating. We've learned that; that's what
this society has taught us. What's it going to get me if |
do this? And then we think about that a lot. As
opposed to just trusting, and just being big enough
that we can just move in and have no ulterior motive. If
you want to do something, and you've already decided
how it's going to work and what you're going to do and
everything else, that action is already dead. There's
nothing sensitive; it's not feeling, it's not alive, it's not
able to move. In the martial arts if you have only one
way of responding to another person then there's
really no interaction and you're hard, you're brittle,
you're static. You can’t move, you can’t accord with
that other person. You're not alive any longer. In the
martial arts the goal is to make your entire body alive
in such a way that you don’t have to think about it. You
don’t have to make conscious effort — it's just alive, it
responds naturally. But that's one of the hardest
things for us to learn. We come into this life and we
learn to set ourselves apart from everything. And when
you set yourself apart from everything, you create a
gap, a distance, you create a rigidity that ultimately
you have to break down. One of the things that's
always fascinated me about the martial arts is you
have to work with a partner. That's very important.
Touching. Feeling that person’s energy. Feeling that
person’s intention, and responding to it.

MW: Once you started working with touch did your
music change?

DM: Yes. Greatly, greatly. It unblocked a lot of stuff
for me.
MW: In what way?

DM: First of all, the sense of “I"”, of me, David Mott at
the best moments, at the most important moments,
disappeared entirely. Just as in touch, there are not
two people touching one another — there's just touch.
There are two energies coming together which make a
complete circuit of energy. So the pieces that |
compose, which | really feel | can hardly take the
credit for — my name is on them for convenience’s
sake — | don’t know where those pieces come from.
They didn’t come from me. And | started to unlock that
possibility. The times when my performing was good, |
wasn't performing. | don’t know who was performing.
It’s not a feeling of being possessed — it's not a crazy
notion that | gave myself up to some other being or
some other thing. It's not that at all. It's much more like
a circuit, it’s like this Chi which flows through the
Earth, which flows through my body, which flows
through your body, which flows through the tape
recorder, this table ... All of a sudden it's just flowing.

Part of that | should also say was not just due to the
martial arts: | have spent and do spend a lot of time
sitting on a cushion doing Zen meditation. Part of that
of course is having to come into contact with seeing
the thoughts in my mind going over and over again in
very habitual ways, in very predictable ways. First of
all, it's startling to realize how much energy and how
much time we spend with this ya ta da ta da ta da.
[David’s phonetic description of discursive thought.]
Secondly, it's almost discouraging to realize the
patterns of that ya ta da ta da ta da. It doesn’t matter
what feeds into it, this ya ta da tends to want to deal
with it the same way. It's very practical. But it's also
very habitual. And when you start to see it you start to
let go of that to some extent, the best you can.

| think the really great Zen masters, Taoists, it
doesn’t matter what they are, what tradition —
Christians, whoever — the really great people, what
we consider to be spiritual people are really people
who've let go of the ya ta da ta da ta da to such an
extent that things happen. Things happen through
them, so we call them saints. Or we call them
geniuses. Now there’s a lot to that. But what really
knocks me out is that when you start to cut through all
those layers of, well, useful stuff at times, but mostly
crap, that you start to see that there’s really no bottom;
there aren’t any limits. And therefore there are really
no limits to what you can do. It's just a matter of
preparing yourself. And that's where the whole aspect
of discipline, which | touched upon in those articles,
really comes into play. | think most of us need
discipline. Because without the discipline to do this,
not just to do it now and then when we feel like it, but
to do it day after day after day after day, whether we
want to or not, that we start to cut through all of this
crap. That's the only way. It's very difficult. But once
you do that and you get involved with that you see that
then there are no limits. And | think that's what I'm
after in my articles: Helping a group of collective
friends, which we call musicians — because we all
understand something very deep about music or we
wouldn’t be musicians — to realize that, number one,
there is more to music than making a living of it, or
manipulating it for our own ends and secondly, the
most rewarding stuff is giving up those kinds of
limitations that we place upon music. Maybe I'm
making another limitation — | don’t mean to be. I'm
making a limitation on music that it's unlimited. And so
therefore really what I'm talking about is music as a
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metaphor for life, or as a part of life. And if you feed all
of this very positive stuff, the discipline, the cutting
through the crap, the surge, the exploration, giving up
of personal gain, of self, of conniving, then there’s
really marvellous stuff. And that's when you enter the
realm, and not even self-consciously, the realm of
genius, of sainthood. There’s no end to it.

| also think that that’s the stuff that’s really worth
your life. It's positive, it's useful, it's no longer
functioning at the level of personal gain. So it's
contributing. That's what | think Ken Cohen is calling a
spiritual warrior. Even a spiritual musician, or a
spiritual warrior musician, or whatever you choose to
call it. It doesn’t matter.

MW: | wantto ask you about the idea of ceremony
and how you are approaching that in your music. But |
thought that talking about your personal experience
with sax playing might be a good way of leading into
that. First of all, where the intent of the music-making
is transformation and you’re working on your solo
saxophone playing, what is it that you do: What's your
attention state, what are the characteristics of it? And
secondly, what then does the music become, what are
the qualities of the music because of that state?

DM: |should probably give you some background
information about my saxophone playing. I've enjoyed
playing saxophone for a long time, obviously, but for
years | resisted playing my own music.

MW: What music were you playing?

BAMBOO WIND CHIMES §

RATCHET @

LARGE WOODEN TOM P
(Bass DRum)

SMALL HYOSHIGI ©

VIBRASLAP N

TEMPLE BLOCKS M

PLATEAU

(excerpts from program notes).

The flute part should be played on a transverse
but non-mechanical flute. The pitch level of the
flute is optional but the pentatonic scale formula
of whole step, minor third, whole step, whole
step, is essential. Since the pitch level might vary
from flute to flute, the pitches are not written
using a clef but rather each line of the staff cor-

SAND PAPER BLOCKS L

DM: Improvised music; notated music; the whole
spectrum, but it just wasn’t mine. As a composer, with
very clear ideas about what | would like to see happen,
| would stay away from doing my own stuff. | had a lot
of experience improvising both in jazz and in free
music groups, but in terms of playing conceptual
pieces or pieces that | had established for myself and
knew the basic direction things were going to take, |
didn’t do any of that. Nor did | compose music that was
fully notated for myself to play. | didn’t do either of
those things. The kinds of performances that | do now
are compositions in the sense that there is a concept
behind them with a very general idea along the lines
which | will proceed as a performer. But | don't write
them out, really, except for very sketchy notes to
myself, because | want to do it differently each time
within the limitations of the parameters or guidelines
of what I've established to do.

So in terms of solo playing, | discovered two things:
First of all, that where I'm functioning in the role of a
composer, that almost 99% of the time | compose for
specific people. | guess that's partly because |
conceive of music as almost a one-shot experience.
Or two-shot or three-shot but not mass produced, or
not for, and this sounds elitist and | don’t mean it to be
— I meanitin a totally different way — not for general
consumption. In other words, the music demands a
certain kind of commitment and specialness, and it's
hard for me to conceive of X saxophonist of X person,
it doesn’t matter what the instrument, out there being
able to somehow tune into it and to do it correctly. And
if itisn’t done correctly | don’t know what the audience
is going to get from it. So | realized that | was always

B LIONS ROAR

C  TEMPLE BLOCKS

D CASTANETS

E LARGE HYOSHIGI

F SMALL WOODEN Tom
(TENOR DRUM)

GUIRO
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1 BULL ROARER
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Plateau was envisioned being performed on a
butte in Montana. Lacking the possiblity for this,
however, please keep the spirit of that space
alive by performing it outdoors in a spacious
place. Architectural buttes will substitute well.
When performing indoors, avoid static concert
halls whenever possible and avoid chairs or any
seating so that the audience must seat itself on
the floor (musicians should always perform while

responds to one of the pitches of the pentatonic | standing).
scale beginning with the lowest line and pitch to
the highest line and pitch of the scale.
There are 13 Plateaus. The conductor and the
flutist determine the exact structure and events NOTATIONAL GLOSSARY AND SSION
for Plateau foreachperformance by ordering the EXPLANATION FOR THE PERCU STATES
Plateaus and by determining the role of the per-
cussion. There are eight notated arrows in each ~ TIME
of the Plateaus and eight percussion ‘states’ 11 repeat a single short roll or attack on
(TIME, SAVE, CLOSE, CARRY, FILL, MOVE, ( ] conductor’s cue.
SPARE and TOUCH). the conductor has to initi- E
ate at least three percussion events in each —~ SAV
Plateau, beginning at one of the arrows (cued o hold roll (or continuous reactivation of
beginning place) in the flute part. This may be 7 instrument) until conductor’s cutoff.
done spontaneously in performance by the con-
ductor announcing (outloud) the state to be used FILL
well in advance of its cued beginning, to prepare o repeat a freely improvised irregular rhythm
the percussionists (so that they can quickly scan ( K D until cutoff.
the event(s) of the state). Therefore, not only
using all eight cues in a Plateau would be CLOSE

difficult, using all eight states would be equally
so. The choice of state(s) to be used is entirely a
free choice for the conductor. | suggest thatall of
the states for each of the Plateaus be carefully
rehearsed apart from interacting with the flute
part so that each of the percussionists is familiar
with the musical and physical tasks called for by
eachofthe states. The conductor should stand in
the centre of the circle with the flute soloist and
should develop necessary hand and arm signals
to be seen by all in the circle for such things as a
pulse for rhythmic attacks, dynamics, and stop-
ping and starting procedures. The vocal com-
mands should be limited to announcing the
states only. It is important that the concept of a
ceremony be maintained in the performance and
so every performance move, while spontaneous,
should be completed carefully and with an air of
seriousness.

Whenever possible, the audience shouldsit in-
side the circle. The circle should be no larger
than circa 40 feetin diameter and no smaller than
25 feet in diameter.

U

il

one at a time in the direction of the arrow,
add single cued (in pulse) cumulative
attacks until completed.

CARRY

numbers indicate the order of events and
the broken lines with arrows indicate events
z to follow immediately. (When numbers are
not connected with such lines and arrows, a
slight pause in the order may occur.)

MOVE

the percussionists at either end of
connecting line with arrows synchronize
their attacks independent of others.

SPARE
a repeated single event on instrument.

TOUCH

short musical events take place under the
touch state, and often they are in unison.




composing for specific people. And then | realized that
in terms of things that | was demanding from
performers that probably the most logical thing would
be for me to demand that from myself, which is maybe
something that | didn’t want to face all along. But then
it hit me: | had to do something about it. That | believe
deeply in the music, that | wanted to obviously have
lots of performances. So | felt that | had to take
responsibility for it. Not only that; a number of friends
that | had were doing interesting music too and |
wanted to take responsibility for their music to a
certain extent, and | had them write me pieces. That's
where the record, for example, From Distant Places,
comes from. And then in performing for people all by
myself, | found that really fascinating, because there’s
nothing to rely upon. You just gotta do it. And it meant
that you really — | say you — I had to really dig into my
gut or whatever it was, and pull out something, and
really had to feel that | could do that consistently, no
matter what happened, no matter what the
circumstances were.

MW: How did that affect the outcome of the music?

DM: Well let me see if | can put this in some sort of
reasonable fashion. | have to acknowledge a lot of
influences: Robert Dick and David Moss, Jane Ira
Bloome, Jerry Hemingway, Malcolm Goldstein —
tons of people, but Robert Dick and David Moss, Jane
Ira Bloome, Jerry Hemingway, Malcolm Goldstein —
there’s a whole ton of people out there, who are doing

DM: Plateauwas a piece commissioned by
Keith Brian and the Yale Band. What | wanted to
do was to write a piece for the Yale Band that
would take place in five different acoustical
environments with processions to each one of
those places. And Plateau was part of that. Now
of course this was more far fetched than was
possible to realize: what | really wanted to do
was | wanted to have this take place in five
different parts of the country — not Yale campus
— although | was able to explore this idea in a
mini kind of way around the Yale campus. The
whole series was called Earthbound/Skywide
and Plateau was the second of the pieces. One
piece took place in this enormous stairwell,
which is the most beautifully resonant acoustic
environment, and the band was split up into five
different levels anc they would play into the
stairwell. The audience was standing at various
levels of the stairwell at the entrance to it so they
could hear the sounds going up and down past
them. And then we had a procession, and the
musicians had to change what they did
depending on whether they were in an open

similar things, | think. And | also have to acknowledge
a tremendous indebtedness to Pauline Oliveros and
the kind of work that she’s been doing with meditative
music, or music that involves meditation in some
fashion or comes from meditation. But | feel, like they
do, | think, that there’s some sort of shamanistic, if |
can call it shamanistic . .. again, we're talking about
transformation, of transforming an instrument, making
it something you never thought it could possible ever
be, like a saxophone: You say, Wow: Those sounds
are coming from a saxophone? Or Robert Dick, Those
sounds are coming from a flute? Or Jerry Hemingway,
Those sounds are coming from a drum? Or David
Moss, Those sounds are coming from an odd
assortment of percussion instruments? Or Malcolm
Goldstein, Those sounds are coming from a violin?
And all of the people who are doing really fascinating
things along those lines. It's remarkable. That's
shamanistic to being with — the fact that you're taking
an instrument and you're creating magical sounds,
sounds that we had no idea even existed before. And
probably some people say, Yuch! That doesn’t belong
on that instrument. And that's the way some people
like their reality — nice and neat and tidy. And very
predictable: My reality is getting up in the morning
eating breakfast going to do whatever it is | do, having
lunch coming home turning on the television having a
beer and going to bed. That’s nice and neat and tidy.
But if you examine any one of those moments: Getting
up in the morning: That's pretty amazing. (For some
people more than others.) But what is it? You wake up,
your eyes open, your body suddenly comes back into
a different state of consciousness than it's been in for

space or a confined space, a narrow space, a
long space, a wide space — all of that — so there
was this ribbon of sound that would change as
the musicians would go into different acoustic
environments. Plateau was in a courtyard of one
of the colleges there. It's a piece for non-Western
flute, or bamboo flute, and it was played by Keith
Brian, because he's a very good flutist. In this
case he played a beautiful open-holed ceramic
flute. And there are twenty percussionists
playing very simple percussion instruments like
wood blocks, ratchets, all kinds of things, in this
huge circle around him, and then there's a
dancer who dances inside the circle and ideally
the audience should sit inside the circle.

You'll notice that | used a variety of different
states for the percussionists which are
determined by a conductor. Each of these states
basically relates to time and space, and
therefore the physical body: TOUCH, CARRY,
MOVE — those three in particular. And then
things dealing with time: FILL time itself, SAVE,
CLOSE. Now SPARE is an odd one — it's sortof a
combination of the physical 2nd time and space.

PLATERAE Z

the last 6 to 8 hours or maybe 14 hours depending on
the individual — every one of these things is a miracle.
And what shamanism is doing is taking what might
seem to be very ordinary things and all of a sudden
making them magical and miraculous. Shamanism
traditionally does that for purposes of healing, and |
can’t say that I'm quite to the point where | could say
that what | do is healing, although | hope it is in some
subliminal way. There are people who are working
with that very consciously. But okay, you take an
instrument, you spend a lot of time with it, you say,
Look at what it can do. And that leads to ... Oh. Well it
can also do this. And so your vision with the
instrument is continuously extending. Your
consciousness while you're extending your
instrument has to be extremely open. It can’t be
closed at all, because then you eliminate possibilities.
So then you say — How can | do this? How can | find
more things? And sometimes you don't even try for
months and you're walking down the street and
something occurs to you: | wonder if | can do this?
You rush home, you wet a reed, you get the instrument
out and you start struggling with it. Robert Dick, for
example, says that some of the things that he's
working on will take him ten years really before he can
honestly do them in a performance situation. And |
certainly feel that way too. It's like there's a cycle of
renewal and it just keeps recycling, which seems to be
the theme of our little talk here. So that's the first state:
Of saying look what's there: Magic; Shamanism; How
can | transform this: And then in turn; How am |
transformed by this? It's so tightly interwoven, like
mind/body relationships, that it's very difficult for me
to separate whether the sound came first or the
consciousness came first. So then when you're

When | think of SPARE, | think of setting
something aside, sparing something, making it
special. So there’s a good deal of touch or
commitment to it but there’s also a kind of
reserve state about it all at the same time.
CARRY is just movement of stuff — the same
material passes around the circle from place to
place. TOUCH: everybody makes a simultaneous
touch and commitment, and it varies from
section to section. CLOSE is this feeling of
expansion and contraction — as you close the
door, the space is all of a sudden confined or
opened. MOVE: something goes back and forth,
oracross. FILL: we have space and time, let’s put
somethingin it, so something occurs. SAVE: let’s
make it re-occur — let’s save this. The only way
we can make a musical sound be saved is to do it
again. Let’s keep using it. and TIME: let's expand
our awareness of what's happening. So those are
the various states, and it's probably my first ritual
ceremony piece, although | dealt with issues like
this in much more confined or reserved ways
before. | hope it is done on a butte somewhere,
because then it would really happen.
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performing, what you want to do is you want to share
this. It's not Let me show you where it's at, it's, Look at
this. And then, when you take the attitude of sharing,
you disappear. Because there's only the sharing.
There’s not me saying, Hey, look what | got to give to
you. It's, This is bigger than | am, this is bigger than all
of us — we can all tap into this, and here it is. So | think
that's it in a nutshell. Or a worldshell.

Journey Through the Mist

MW: This also relates, then, to your use of ritual and
ceremony in the compositions you make for groups of

musicians to play. How do you adapt the idea of

transformation to these different performing situations?

DM: Firstof all, being a jazz musician — | worked my

way through school partly by playing as a jazz
musician in very smokey nightclubs where very few

There are eleven different sections in Journey
Through the Mist which are designed to pro-
duce eleven fields of musical/sonic activity.
Each of the sections is performed for approx-
imately the same length of time (two to three
minutes) but since the densities of musical/sonic
activity vary, in terms of psychological time the
length of each section seems to vary considera-
bly. Since the musicians are spread out through
the maze (and are hidden), the movement from
section to section is cued with the klang of small
dense chinese cymbals by the ‘conductor’who is
essentiallylocatedinthe maze.Eachofthe sixin-
strumental parts has a title which may be viewed
as a poetic image designed to stimulate the per-
formers imagination and mood. The instructions
for each section determine: the dynamic range;
the amount of vibrato,; the nature of rhythm or
placement of musical events in time; the density
of musical events; pitch information; and finally,
timbral and/or pitch deviations. In addition, there

SECTION S
FLUTE HIDDEN VOICES
it p«mf
2 ADLIB 6 ____ 7)) TALK INTO FLUTE -ALLOW
3 ADLIB == NOTE TO SPEAK. IMPROVISE | —
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OF THE MAZE —

4 REG. «*» |IRREG
5 INTERMMTTEN

CLAR. HIDDEN VOICES

L poraf
2 ADLIB 6)f————— 7) TALK AND PLAY AT SAMETIME
3 ADLIB e ALLOW VOICE TO SOUND SOLO

IN HORN OCCASSIONALLY
SEE FLUTE FOR TEXT:

4 REG. <> |IRREG
5 INTERMTTENT

A.SAX HIDDEN YOICES

i e »-‘,/
2 ADLIB 6 7) TALK AND PLAY AT SAME =
3 ADLIB e TIME ALLOW VOICE TO SOUND

SOLO IN HORN OCCASSIONALLY.
SEE FLUTE FOR TEXT.

4 REG +r IRREG
5 INTERMITTENT

TRP. HIDDEN VOICES

1poaf
2 ADLIB 6) L 7 TALK AND PLAY AT SAME
3 ADLIB —_— TIME. ALLOW VOICE TO SQUND

4 REG «» |RREG. SOLO IN HORN OCCASSIONALLY

5 INTERMITTENT

PIANO BURSTS FROM THE NIGHT SKY e
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4 |IRREGULAR

5 NEAR CONTINUOUS e
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2 VIB. ADLIB. ARCO + P22 #) PLAY IN A MANNER TD PRODUCE
3 ADLIB VOCAL LIKE SOUNDS
4 REG. «» |[RREG
5 INTERM ITTENT =

DM: Journey Through the Mist is an extension
of Plateau, in a way. Since you can't get
everyone to the butte, you bring the butte here.
So what | attempted to do there was to create an
environment which people could discover. They
could hear things coming. And after a while of
course, after you know the maze you know where
everything is. We transformed the lighting also.
So different people would be attracted to
different parts of the maze because of whether it
was opened or confined, because of the nature
of the sounds that were emanating from that part
of the maze, because they might find themselves
drawn to a yellow light or held by a blue light, or
whatever. One of the things, though, that | didn't
think about, was noticed by a good friend of
mine, Robert Morris. He came two nights and
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SEE FLUTE FOR TExT 1 __

6) UPPER REG /r(‘

is a graphic score for each of the sections to
visually corroborate the written instructions.

- -« Journey Through the Mist demands considera-
ble aural sensitivity and interaction from the per-
formers who are physcially isolated in the maze,
nevertheless need to communicate carefully like

—1———— small animals in the forest at night. Section 10

even contains a listening pitch game which has

—~ ——= becomeacompasitioninitsownrightwhichlcall

Souvenir from the Journey Through the Mist.

stood on the balcony to watch it one night and
saw that people’s movements were entirely
determined by the context of the music. When
the music was loud and boisterous and
aggressive, people would move around very
quickly, flit from place to place, stride around.
And when it was quiet and delicate they'd tiptoe,
stand still, and barely move. And of course in all
of the subtle variations of that would determine
what people did. Of course some people didn’t
want to deal with it at all, and as quickly as they
could, made their way through the maze and sat
down in the audience out there somewhere.
What we should have done is we should have
had the maze in a room where there was no
escape, but that’s terribly manipulative. | may be
very human when | suggest these things.

— TVe— s D Ve e ———

people were listening, often times 5-6 nights a week
so | know what the experience of clubs is, very
intimately, and | decided that that wasn't for me, it
wasn’t my lifestyle. Along with that came the feeling
that, although | had fantastic experiences as a listener
in jazz nightclubs, where there were great musicians
playing and who seemed somehow able to transcend
the environment of heavy duty cigarette smoke, or
maybe they were part of that environment of people
drinking themselves into oblivion, of people really just
taking a date there and not really being very
concerned about what was going on but sort of trying
to by osmosis soak up some of the vitality of that
atmosphere, | began to realize that what | was looking
for in lifestyle seemed to indicate that a different kind
of experience, of performing and listening and musical
experience, was necessary for me. It began to occur to
me that — let me interrupt myself again and give credit
to a teacher that | had that | resisted and | fought for
years in my mind and | thought was just full of crap.
His name was William Klenz. | took this course with
him that seemed vaguely and intuitively interesting to
me: Rituals, Traditions, maybe Styles or something
like that, in Music. He started out by talking about the
importance of ritual in church music and how there
really is no such thing as absolute music or music that
is purely cerebral, except maybe in a very few
circumstances. And | fought tooth and nail. | thought,
This guy is full of horseshit. But he completely won me
over. He completely convinced me. And he’s right!
Although, | was so stupid. Again this is part of the
dishonesty that | felt, or the embarrassment about not
wanting to confront certain things within myself, Music
is great, as long as | think about it in an intellectual,
cerebral kind of fashion. Although my experiences, my
deep experiences weren't that at all. But in terms of my
participation as a musician, as a composer even, Let's
see how | can manipulate this material. Or as a player,
Well let me deal with the technical aspects of it, but
not the expressive. So there was this dichotomy, there
was an eternal battle, or a deep ambivalence going on
about these things. And William Klenz convinced me.
So then | went whole hog. And | started to get really
involved in musics that were sonically interesting to
me. Like Tibetan music, lots of Asian musics. But now,
| was willing to confront that they had a deeper
purpose than just being sonically interesting: That
they were speaking to various parts of our being, and
that was a purpose, that was an intention. And |
started to think more and more about what the
experience in music is and started to see very clearly
what the limitations of a concert hall are, and really
began having trouble. | still do write concert music,
and | go to concerts, and | enjoy that and when it's
great it transcends the concert hall, it transcends
everything. But a lot of the time you're battling that as
a listener, the performers are battling that, everybody
is battling that. And some of the best, most vital
experiences | had were on a one to one basis —
somebody coming and playing, two people making
music in the living room . .. and that's a kind of a ritual,
too. So | started to deal with rituals that are expansive
rituals and the intimacy of rituals, the intimacy in
terms of how its takes away any individualistic feeling,
which is very powerful, maybe dangerous even how
you just give up yourself: You say, Take me, music, let
me go, wherever it is that | can go in terms of
consciousness, in terms of physical experience,
everything. We have a certain amount of that in the
dance hall, discotheques, where the music is just so
powerful, it's loud, it's throbbing — you just start
dancing. Hopefully, if you're a good dancer, you give
up worrying about yourself. It's just dance, you're just
dancing, there's just the rhythm. And | think that's
fantastic, and | think that’s the power of that music.
But there are other kinds of powerful experiences that
can happen in music, too, in terms of consciousness; |
think also in terms of healing. There are experiences
involved with ritual, involved with ceremony involved
with making the concert experience much more vital.

MW: When you write a piece of music for a concert
hall, what is it that you are trying to do — are you trying
to reach people on certain levels? You were saying
that Tibetan music, for example, is doing something to
the consciousness with a specific intent. Are you
trying to do that as well?

DM: |don’t have enough knowledge yet. I'm just a
baby. It may take me a number of lifetimes to get this
together. But I'm working on it.

MW: That music is centuriesold...

DM: Yeabh,it's centuries old. They know very clearly
what it's going to do, how it works.

MW: It seems that some of it has become
unconscious.

DM: Sure. Some of it is unconscious. But when it
comes down to doing something musically, people are
able to transcend themselves and something flows
through them. On the other hand, from the wholistic
standpoint, | think that it's good if you can make it all
one thing. So intuitively, we can go to these very very
deep places and even transcend a whole lot of crap
that we've built up in ourselves. And around ourselves
and about ourselves. But it's really fascinating when
this thing can become you more and more and more
so that the crap starts to also disappear. And that's
when it's truly transformational. And | think that the
role of ritual and ceremony is to try to make this
possible for people who aren’t necessarily doing it —
they're not necessarily musicians. And that's all my
intention is.



BREATH GUIDED MUSIC

THE NEW MUSIC CO-OPERATIVE

Our intention in Breath Guided Music was to find a way to embody and resonate the intrinsic energy that is sound.

Breath Guided Music was a six month project in which an eight-member
group investigated the relationship between breath and music. Printed
here is a fragmentary representation of our work, which we consider to
be a small beginning in the development of a music that consciously
explores the interaction between breath and sound. *

Breath Guided Music by Anne Bourne (cello), Chris Devonshire (gongs and
electronics), Steve Donald (trombone), Vid Ingelevics (photography), Gordon
Monahan (piano), David Mott (baritone saxophone), Tina Pearson (flute), and
Kim Ratcliffe (electric guitar).

We would hold group sessions two or The ease with which we integrated BRE ATH G U | DED
three times a week. Each session would music-making with breathing exercises
usually begin with a preparatory varied in each session and to prolong the PHOTOG RAPHY

breathing, sensation and/or movement
exercise. We were developing a state of
awareness that would allow us to let go
of our habitual mental, physical and
emotional patterns, thus revealing the
musical possibilities inherent in
consciously sensing the integration of
our inner and outer environment, linked by
the breath.

Breathing sustains life; and through
cycles, vibrations and resonances, is an
inherent activity in all things.

The traditional length of a musical
phrase in many cultures is governed by
the length of a breath.

Breath is a sign of life; breath is a
source of life; and breath is a source of
sound. In getting to the source of life, we
hoped to be getting to the source of
sound.

The breathing exercises often involved
chanting, where we concentrated on the
physical sensation of sustained vocal
resonance and breathing. If one
practices chanting on a regular basis, the
personal sensation and control of body
resonance becomes more acute, as your
learn to feel the concentration of sound
vibrations at various points along your
spine, in your head, abdomen, and along
your limbs, depending on what pitch and
vowel you're using. Also, listening to the
subtle variations in the upper harmonics
of the sound you're producing is a natural
area to concentrate on. The practice of
chanting in a group, close together and
touching, is a source of great energy
which charges your body, concentrates
your mental energy, and stimulates a
further release of open vibration.
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effect of the sensation exercises and to
carry through these states of acute
sensing into the music-making sessions,
we began to use suggestive imagery to
concentrate on while allowing
fundamental sound energy to flow from
our instruments and merge in the space.
Each meditation and exercise evoked
specific responses in all of us; each
meditation had a sound-identity. For
instance, in one image meditation, we
imagined that we were clouds of sound
that would flow, change, disperse,
accumulate, merge and separate: As
clouds are moved by air currents, we
were moved by sound currents. When we
played Clouds effectively, we would
create dense sound masses that would
grow and subside as though we were a
large being that took three to five minutes
to breath in and breath out. The sound
mass would gradually build like a huge
ocean wave that seemed to carry us
away: Some kind of energy-being; a
powerful breath-sound that would sweep
us up, then gently let us down as it moved
through its cycle of grow and subside,
expand and contract. — Gordon Monahan
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* Breath Guided Music was directly and indirectly inspired by the Sonic
Meditations of Pauline Oliveros, and the work of many other musicians who
have been active in rediscovering this musical sensibility for many years.

As a photographer of dance and music
events, | have become fascinated with
two aspects of these activities — process
and performance. More simply, | found
the appeal of dance and music to be in
their real-time nature as opposed to the
viewing of photographs, usually enjoyed
long after they are taken.

In working with the New Music Co-
operative on Breath Guided Music, |
began to concentrate on the context and
the act of taking photographs. This was
made possible through the purposeful
heightening of our sensitivities to the
group dynamic; the result of various
exercises and meditations undertaken
together.

Importance was transferred from the
need to produce a product (the
photograph) to being as aware as
possible of my place within the web of
energy (the process).

In order to maintain my awareness
during the musical improvisations, | found
that a photographic technique evoived
which didn't at all rely on the view finder.

The camera hung from my neck
precisely at the level of my solar plexus
and, through combining a hand-held
flash with long exposure time, | was able
to connect to, and record, the influence of
the breathing cycle. This method of
photographing allowed me to explore the
use of my non-visual senses as cues to
locating the ‘right’ photographic moment.

The quality of attention came to be
important, whether or not | actually took
photographs. This is what seemed to me
to be the underlying motive of our work
together. — Vid Ingelevics
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Simple Breath Meditation

Lie on the ground.

Notice the state that your body and your mind are in.

Relax any tension you feel in your body.

Sense the room or space you are in, and
visualize the patterns of air circulating through it.

Visualize the patterns of air your own breathing is making.

Follow the air into your body,
step by step along the path it takes.

Notice any sensation, pressure or movement along the way,

in your muscles, organs and bones,
as you inhale and exhale:

(the skin outside your nose
your nasal passages

your sinuses

throat

chest

ribs, expanding and contracting

backs of ribs, pressing against floor and releasing

stomach
intestines
lungs

lower organs

pelvic basin, widening as the lungs expand down
tailbone, stimulate and pushed down and out against the ground.. . .

Notice the expansion of your entire torso as you inhale, fullness.
Notice the relaxation of your entire torso as you exhale, emptiness.

Gradually introduce a slight tension on the exhale,

keeping the expansion of the inhale.

As you gxhale, let the expansiveness change to hollowness,
as the air is released and its container keeps its expanded shape.

Direct the expansiveness outward from the torso through the body:

Let it move through the shoulder, hip and neck joints,

through the arms, legs and head,
through the hands, feet and face,

through the fingers, toes, opening the eyes.

Energizing and sensitizing the whole body, and all its parts.

Breathe naturally.

This meditation is simply a guideline for those who may not be familiar with
meditations and/or body practices. It can be done with the eyes closed,
perhaps having someone familiar with the exercise calmly verbalizing the
instructions, leaving plenty of space between images and adding any
appropriate hints or images. It is important to keep the attention active and

focused on the breathing, not to let it drift into semi-consciousness or sleep.

This meditation can also be done standing (with minor adjustments) if you
want to proceed directly to making sounds. (Formed from work done with

Denise Fujiwara and Anne Skinner.)

— Tina Pearson

"I really like the idea that | became more
aware of my body — especially through
the breathing exercises. It was the first
performing situation where | didn’t feel
nervous because | knew how to relax. |
knew what it meant when my mother
always used to say ‘take a deep breath
before you play’. | finally discovered that.

And | really liked the feeling that you had
a direct way of expressing the very things
that are really inside without having to
process it through language or musical
this-or-that. Not having to think about it
but just letting it come out the way it is.
Just letting the sounds play themselves."”
— Anne Bourne

”Along with other members of the Co-op,
| believe that what | have learned in this
project has been valuable in everyday life
— not only in music but in all sorts of
other activities. I've never got this much
out of music before; I've never been into it
as deeply as | was into it here. Putting so
much in but also getting so much out was
something that | really liked. | felt really
good at the time we were doing this, not
only when we were playing but also the

next day walking down the street thinking
about it — what we did and the different
techniques we’'d learned, and realizing
that those techniques can be used in
doing anything, really. It’s the idea that
breathing can be so important. It's
something you do so unconsciously but if
you really focus on it, then so many things
can happen and so much can come out
ofit.”

— Chris Devonshire
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Blue Light/White Light Meditation

1. Start with the simple breath visualization as outlined in
MUSICWORKS 20. (Or; stand comfortably, eyes closed:;
concentrate on your breath travelling down to your lower
abdomen; Breathe deeply, slowly and silently so that the
breathing almost disappears.)

2. Atthe completion of the simple breath visualization stand
with feet slightly apart, with eyes closed, completely relaxed,
maintaining an upright posture. (Feel as if your body is
completely suspended, hanging downward from a point on the
top of your head.) circa 3-5’ (min.)

3. Begin to imagine roots or tenacles extending out the bottoms
of both feet. Imagine that they slowly extend deeply into the
ground, moving towards the centre of the earth. circa 2’

4. Very slowly begin to allow your body to sway (feet stay firmly
rooted in place) in counter clockwise circles. Start with barely
any movement as if the wind is gently blowing your body or as if it
moves from the very slow, deep and fine breathing that you are
doing. Gradually allow the movement to expand until the body is
swaying in fairly large circles. (Use comfortable limits for the
circles.) circa 3-5'

5. Continue the swaying circles and slowly raise both arms
parallel to each other until they are straight out in front of the
body at shoulder height. The arms remain nearly motionless
while the body continues the circle swaying. circa 1’

6. Hold this state for circa 3-4'

7. Slowly move the arms until they are straight out to the sides
(still at shoulder height). circa 1’

8. Hold this state for circa 3-4’

9. Slowly move the arms back to the front position in front of
the body (shoulder height). circa 1’

10. Imagine a deep electric blue colour entering the body at the
finger tips, gradually filling the entire body. You may feel
sensations of heaviness and heat. circa 3’

11. Slowly move the arms to the side positions (asin 7). (Hold
the blue light image.) circa 2’

12. Slowly raise your arms directly overheard. After your
fingertips are pointing straight up, imagine a cloud of pure white
light coming down towards you from far overhead. It descends
slowly towards your fingertips and as it touches them the white
cloud becomes a donut shape and very slowly moves down your
body cooling, replacing the electric blue colour with a white mist,
slowly surrounding your body completely as it floats down to the
ground and eventually passes out of sight below your feet. As the
white cloud passes around and down your body make sure that
you visualize the white mist filling your body from the fingertips,
gently pushing the blue light out through the bottoms of your feet
as it is displaced by the white mist. You may feel a lightening
sensation in the body as this happens. Take as long as is
necessary to visualize this step.

13. Slowly lower your arms down to your sides. circa 1’

14. Begin to slow the swaying circles very gradually until there
is no movement in your body. circa 2’

15. Stand relaxed and when ready, open eyes.

Please note that the timings are merely a guide for the length of each step. You may
find that after doing this several times, it feels quite natural to let each step assume
its own length. At no time should you becoming overly concerned with the timings.

— David Mott

GATE INTO THE ROCK GARDEN OF SUNYATA

Gate into the Rock Garden of Sunyata is music that follows the cycle of
breath. Two gongs (one higher pitched than the other) cue the cycle of inhalation/
exhalation for both the musicians and the cycle. At first, there is only the sound of
the gongs being struck and decaying into silence as the musicians (and the
audience) attune their breathing cycle to the gongs. Gradually each of the
musicians enters, playing a single sustained sound on the exhalation part of the
cycle and stopping the sound on the next inhalation. The sounds, at first timbrally
pure, become more and more complex in nature and begin to last longer and
longer, overlapping into new cycles. Each sound begins only on the exhalation.
Finally the music subsides into more and more space between the cycle. An
important visual aspect ¢f Gate is the asymetrical arangement of the musicians
(which may number from 5 to 9) as they are separated in the performance space

(standing and seated) in the manner of the placement of stones in a Japanese rock

garden.

* The View From Cold Mountain, Poems of Han-shan and Shih-te, translated
by Arthur Tobias, James Sanford and J. P. Seaton White Pine Press.

In Gate | wish to:

lead both musicians and audiences into perceiving the peacefuiness of following
the breath

have the breath give rise to sound

have that sound carry each person into perceiving what the Heart Sutra says,
“Form is empitness, emptiness is form".

or in this case that sound is silence, silence is sound.

to create an environment of musical sound that finds its analogue in the beautiful
rock gardens of Japan, such as Ryoan-ji Garden in Kyoto.

to make music that gives rise to experiencing what is described by the Chinese
Zen/Taoist poet of old, Shih-te, *

not going, not coming

rooted, deep and still

not reaching out, not reaching in

just resting, at the centre

a single jewel, the flawless crystal drop
in the blaze of its brilliance

the way beyond — David Mott
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