L

ISSN 1492-529X

B

h

B

L

In the next issues:
« Articles -
- Essays °
- IProse -
- Pocary -
- BBook & CID) EReviews -
- and, of course, more -

]

h

B

]

200Z 11P4/6661 1P :@nsst 3|qnoq G/F “ON ‘Al/IIl ‘|IOA =

AGTINAGE SLAY N DISAIE NN €101V QUL

The Interdisciplinary Journal of the

EDMONTON
COMPONERY’
CONCERT
SOCIETY

L
L\

g
B

L
L\

g
B

'The Alberta

NEW
MUSIC & ARRTS
REVIEW

Vol. 11I/1V, No. 4/5 Double issue: Fall 1999/Fall 2002




Vol. [NV, No. 4/5 Double issue: Fall 1999/Fall 2002

The Albertca
NEW MUSIC & ARTS REVIEW

The Interdisciplinary Journal
of the Edmonton Composers’ Concert Society
Devoted to Music and the Other Arts

Editorial Board

Editor:
Piotr Grella-Mozejko (Edmonton, AB)

Associate Editor:
Jerry Ozipko (Edmonton, AB)

Treasurer:
Jacek Sobieraj (Edmonton, AB)

Advisors/Board:

Helve Sastok (Calgary, AB)
Georgina Williams (Edmonton, AB)
Roger Admiral (Edmonton, AB)
Reinhard von Berg (Edmonton, AB)
Victor Botari (Edmonton, AB)
George Andrix (Edmonton, AB)
Stillman Matheson (Edmonton, AB)
G. Gordon Nicholson (Vevey, Switzerland)

The Alberta New Music & Arts Review is published by the Edmonton Com-
posers’ Concert Society. Two-issue/double issue subscriptions are available
for $25.00 CAD to individuals and institutions within Canada, or for
US$25.00 for residents and institutions outside Canada (payable by cheque or
money order; includes shipping and handling). Add only $10.00 for accom-
panying CD. The Alberta New Music & Arts Review reserves the right to
print letters or unsolicited news items and articles, but assumes no responsi-
bility for such materials. Opinions expressed herein are not necessarily those
of the Editor or the Editorial Board.

Submissions in both English and French are strongly encouraged.

P.O. Box 52204
Edmonton, Alberta
T6G 2T5
CANADA
E-mail: piotrgm@shaw.ca
http://www.eccsociety.com



TABLE OF CONTENTS

Ron Hannah:
The Rift: The Composer and The Public p.5

G. Gordon Nicholson:
The Ontological Basis of Artistic Compositional Experience p.25

Dalbir Sehmby:
Poems p.36

Manijeh Mannani:
Defamiliarisation and the Poetry of e. e. cummings p.37

Heather Nicholson:
Poems p.56

J. Andrew Creaghan:
Music of the Spheres: A Historical Survey p.59

Piotr Grella-Mozejko:
George Crumb MADRIGALS: Composer in a Magic Theatre p.65

Julian Kornhauser:
Poems (transl. Piotr Grella-Mozejko) p.78

Alfred Joel Fisher:
Looking Back, Looking Forward: George Crumb, Truth, Beauty
and Resistance p. 85

Jerry Ozipko:
Resonances,Reminiscences & Repercussions: The Edmonton
Symphony Orchestra at Fifty p. 99



SPECIAL PRESENTATION: EDWARD BLODGETT:
Poetry: Why Write 1t? p.115

Edward Blodgett:
New Poems p.119

Dennis Bathory-Kitsz, Reinhard Berg, D’Arcy Philip Gray:
Remembering lannis Xenakis p.129

Karen Tober:
Short Stories p.137

SPECIAL PRESENTATION: OBA MINAKO:

Poems (transl. Janice Brown) p.143
CD Reviews p.147
Stringtime: Canadian Chamber Music p.147
Christian Lauba: Morphing p.149
ECM: Nouveaux territoires p.152
The New Polish Music Panorama V p. 153
Sarah Peebles: Suspended in Amber p.155
Whose Forest? p.157
Mei Han & Randy Raine-Reusch: Distant Wind p.159
Tim Brady: Strange Attractors p.160
Tim Brady: 10 Collaborations p.161
Georgina Williams: Live in Concert p.164
Eve Egoyan: the things in between p.165
Bruno Maderna: Orchestral Works p.168
Luigi Nono: Works p.171

Dan Anderson:
Poems p.174



4

Concert Reviews

rESOund Festival of Contemporary Music 2001
Flanders Festival/Joint Venture 2001

Musica Polonica Nova 2002

World Premiere of A. Gilliland Violin Concerto
Magdalena Adamek: Piano Recital

Daan Vandewalle: Piano Recital

Dan Anderson:
Poems

Kathleen Yearwood:
Short Story

About the authors

PFPF G

p.177
p.177
p.189
p.196
p.199
p.202
p.203

p.206

p.207
p.218



Ron Hannah, Suzhou, China

The Rift: The Composer and The Public,
or, An Overview of 20th Century Music

We live in interesting times. According to the Chinese curse, this is not a
good thing. We inhabit an age of extremes, as perhaps all ages are, but those
extremes seem to be exacerbated in our time: some ages being more equal
than others, you see. Always there have been wars, heroes, pretenders, gen-
iuses, the unwashed masses, but today the wars are truly and globally life-
threatening; the true heroes are known only to the few or else they are hyped
until they are so much larger than life that they cannot be sustained (witness
the recent Joe DiMaggio debunking); our pretenders join the glitterati and ap-
pear ad nauseam on the media, itself a sprawling pretender; our geniuses go
unrecognised or else are proliferating staggering works never before dreamed —
sometimes both; and our unwashed masses thoughtlessly gobble it all up,
even the horrific wars, now nicely sanitised on the History channel, and in
their greed for entertainment they create mountains of waste — a war on the
planet itself, and that brings us full circle.

In music the same pattern can be perceived, though on a more
‘teacup’ scale. We have tempests and tantrums, not wars, among academi-
cians who guard their little space and shoot cautious arrows now and then —
though in Europe they do come to fisticuffs over whose style is the right one.
Our musical heroes are smaller because they are not allowed to tower. Over
and over | have heard the phrase, “Nice piece” said to a composer after a per-
formance of a new work (I’ve said it myself), and only sometimes does it
strike me as genuine (i.e. when | say it!). Of musical pretenders, oh, they
abound, or as H. G. Wells describes his aunts crowding about him as a child,
“They loomed, they bulged, they impended”." Why are they so numerous?
Because the geniuses have given them the tools to create sounds at the click
of a mouse, interesting dramatic sounds that are so convincing that any dilet-
tante can fool himself and others into thinking that he is a composer. | had
one of these ‘sound poets’ once confide in me that he was “... thinking about
learning to read music”. Then there are the masses, completely unaware that
composers even exist in their midst, senselessly consuming whatever foolish-
ness the media sends their way then turning to the next nutritionless bonbon.
One expects to see a peacock feather lying beside them.* For proof, try watch-
ing the MuchMusic channel for a few minutes. You will be impressed by the
way pop musicians have mastered the Theme and Variations form, creating
songs that are so subtle as to be clones of one another, yet at the same time

"'H.G. Wells, Tono-Bungay,
http://emotionalliteracyeducation.com/classic_books_online/tonob10.htm

2 Romans at an orgy would eat till they could hold no more, tickle their gorges
with a peacock feather until they vomited, then return to the feast.
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painfully unaware of any sort of rhythmic or harmonic variation. But | must
stop lest | start to sound bitter.

The artist in these interesting times is, as always, a strange breed. Why
would anyone be driven to put notes on paper, or paint on canvas, or to move
one’s body expressively? It seems that somewhere deep within, when the
stomach has been filled and the rain kept out, there is a creativity, which we
all possess. It is at war with a certain innate laziness, but sometimes it rouses
us to bring something new into the world. The improvement in lifestyle thus
engendered may be humble or grand, practical or decorative, trivial or pro-
found but it is invariably something we then wish to share. The experience at
this point can become painful however, if others, especially our heroes (upon
whose ideas we may have drawn), do not like it or worse, if they ignore it.
Yet the need to bring others to our own often ecstatic love for our creations
very strong and we continue to try.

Wagner puts it well:

Why do artists, in whom the divine fire burns, quit their private
sanctuaries and run breathless through the city’s filthy streets ea-
gerly looking for bored dull-witted people upon whom to force
the offering of an ineffable joy?

It cannot be a sense of duty...which drives the genius to accept
the terrible self-denial which presenting himself to the public in-
volves. Some secret demonic force must be at work. This privi-
leged being, blessed with unique powers, goes begging. Cap in
hand, he seeks the favours of bored, satiated pleasure-lovers,
empty-headed snobs, ignorant know-alls, malicious envious cor-
rupt reviewers...

This impulse is nourished by the genius’s belief in himself,
which is stronger than any other man’s—and which is responsi-
ble for the pride that proves to be his undoing when he is dealing
with the miserable realities of life. Feeling, as he does, free in
himself, he desires to be free in life, to have nothing to do with its
necessities...

Were his genius recognised he would achieve this, so he works
for recognition. Thereby he creates the impression of being am-
bitious, but this is not so: what he is striving for is not honour
for its own sake, but for the freedom which is the fruit of honour.
Unfortunately all the time he is mixing with people who are
merely ambitious or who are content to enjoy freedom without
honour.®

® Richard Wagner, "The Artist and the Public" in Wagner Writes from Paris, Lon-
don: George Allen & Unwin, Ltd., 1973, pp. 103-106.
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Wagner’s use of the word ‘genius’ to mean “artist’ is grandiose to be sure, and
his unkind reference to reviewers is self-serving, but he does bring me to my
next point. In some of us the spark of creativity, of genius if you will, does
become overwhelming: we must create, and the works of our heroes and
predecessors move us to such “ineffable joy” that we cannot deny it and are
impelled to share it as widely as possible. Hence it is so painful to witness
the daily travesty that is popular culture, knowing that such power, such joy,
exists. Claude Vivier was so desirous to be free of life’s necessities that he
declared that he refused to do anything but write music, all else being a waste
of his precious gift. That’s extreme, yet we all feel it — all who aspire to be
composers, artists, dancers.

It has often been noted that the Twentieth century has witnessed a
growing rift between the composer and the audience. | do not think this is
quite true. The audience in Mozart’s day consisted of bored and sated pleas-
ure seekers in the form of aristocratic patrons, who may or may not have cared
about what they were hearing. The rift was already there, Mozart effusing his
joy and the largely uncomprehending patrons feeling proud and fashionable to
have composers in their stables. Modern audiences are just as uncomprehend-
ing, and much less able to appreciate serious music since education in earlier
times stressed the humanities far more than today — the aristocrats usually un-
derstood at least the forms of music - and this may be the source of the idea
that the rift is increasing in our time. Modern recording genius has taken mu-
sical forms which were formerly reserved for those few and made them avail-
able to all. Much as the medieval churchmen opposed placing the Bible into
the hands of the masses for fear of misinterpretation (and they were right,
though I hate to place myself on their side in any matter), the modern public
has misconstrued the intent of great music, relegating it to the level of an en-
tertainment to be consumed or a way to show others that they are ‘cultured’.
Most, of course, ignore it, since it still somehow retains its snobbish and ex-
clusive cachet of old, or they discover that it requires a certain degree of
thought and concentration. John Polanyi, writing about Einstein in the No-
vember 7, 2000 issue of the Toronto Globe and Mail’s “Books” section, says,
“Since science is thought, it can expect to be unpopular”. Change the word
“science” to “music” or “literature” or “anything requiring analytical effort and
hard-earned discipline”, and you have the quandary of anyone who is seriously
engaged in intellectual pursuits. Nothing has changed, the rift was always
there and the only difference is that it’s no longer fashionable to maintain a
stable, and so composers have to scrabble even more desperately to make a
living.
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So the compositional war goes as follows: The composer feels an
ineffable joy at the power of music and wishes to bring others to an apprecia-
tion of that joy (and in the process possibly earn a modest living?), while the
public, unwilling to sustain much effort of thought, seeks only entertainment
and is thereby starved and bored, and certainly not interested in supporting
such a one since it is not fashionable. Interesting times indeed. | was once
asked by a young man, a truck driver | believe, what | did. | told him | was a
composer, hoping for at least curiosity in his response, so that | could begin
to lead him toward my joy. His response? “Yes, but what do you do?”
Complete dismissal, and | was struck silent at the profound depth of his in-
comprehension. As long as the populace at large defines us by how we earn
our money, the rift will remain.

So we have an enemy in apathy. Do we also have heroes who are
known outside of our own small circle? If one arises, he often becomes vic-
tim of professional jealousies and gets shut out of this or that inner sanctum.
Conversely, many fine composers languish in faculties here and there, demor-
alised and producing their mandatory piece each year, which then receives its
mandatory performance. Those who choose not to pursue a  career in aca-
deme are often not recognised because they happen, as most artists are, to be
lousy self-promoters.

Sometimes, though, a personality transcends, and through luck or
good management or sheer ability, rises into the public spotlight, at least to a
degree. All composers have heard of Stravinsky, but | would submit that
there are many members of the public who associate him only with Disney’s
dinosaurs, that is if they know his name at all, and they probably fast-forward
through that segment of Fantasia, or if that is not the case, they are likely
held there by the striking imagery more than anything else, the glorious mu-
sic being secondary and not consciously considered. Our heroes, whom we
all revere, are not widely known, let’s face it. What percentage of the public
knows the name of Hindemith or could name even one of the Second Vien-
nese School? Or in Canada, do the names of Violet Archer, Jean Coulthard
and Barbara Pentland, or any of our other icons, departed or not, mean much
to the man on the street? And yet wasn’t it precisely the man on the street
whom these driven composers wanted to reach? To teach? Is that not what
we all earnestly desire to do?

Violet certainly opened my eyes to the power and many of the tech-
niques of composition, and became a good friend. But hero though she be to
many of us, she is still only a small ripple in the fabric of Canadian society.
Sadly, our people of depth and quality remain largely unknown in the greater
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scheme of things.

But this is an essay on composition generally in the last century, so
let’s look at some more big names. | have already alluded to Schoenberg. It
has now been a century since his towering innovations first appeared. He was
a true, driven composer. Seeking his own expression and finding himself un-
able to carry Romanticism any further, he sought something new. Having
mastered the harmonic convolutions, which he had inherited, he perceived that
19th century harmony had reached the point of collapse, and so he proposed a
new and shocking alternative. But not before a few attempts to work within
the system, while stretching it, as all creative artists do. Recall the story of
his Verklarte Nacht being refused performance because it contains a ninth
chord with the ninth in the bass.* Recall also my earlier observation that the
striking personality is frequently shut out by his colleagues.

He demanded rigour of himself and his students, that “every note be
essential”, thus placing himself in the line of utmost respect from his fellow
artists, and making him something to be shunned by the greater audience.
Did | say shunned? Read attacked. Other composers adopted and modified
his dodecaphonic technique, and it seems even to be coming back into style
among some who are discovering that 12-tone music can be made to sound
tonal after all — I’ve done it myself. One wonders if the bulk of humanity,
whom we all are striving to reach, will ever come to recognise its beauty. It’s
been a hundred years, after all.

Folklore and exoticism are other alternatives to moribund romanti-
cism, and composers like Janacek and Debussy come to mind in this regard,
as well as Bartok and Kodaly collecting tens of thousands of melodies in the
villages of eastern Europe and North Africa. What kind of love engenders that
degree of effort? Not that use of folk melodies and foreign influences had not
always been practised (witness the “Turkish” rage in the 1700s), but these
guys did it best perhaps, or at least, in the case of the latter two, most sys-
tematically. If these composers entered the public consciousness at all, it is
because their melodies and harmonies are relatively accessible (except for
Bartok, of course; too spiky, too demanding). They are safe and don’t de-
mand too much, even though fellow composers can still appreciate the depth
of their accomplishment. Indeed the New College Encyclopaedia of Music

* “It is self-evident; there is no such thing as the inversion of a ninth chord; there-
fore, there is no such thing as the performance of it; for one really cannot perform
something that does not exist. So | had to wait for several years.” René Leibowitz,
Schoenberg and His School, New York: Da Capo Press, 1949, p. 48.
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says of Debussy, “For all its power of suggestion, his music is not vague but
shows every sign of precise and methodical workmanship.” So it is possible
to be rigorous and still have an audience. Let us all take note. Let us also
keep in mind that Debussy’s audience was still never as numerous as, say,
Cole Porter’s.

Messiaen is a good case in point as well, elevating his ineffable joy
to the level of Revelation itself. His works, both in their titles and their con-
struction, bring to mind cosmic forces and mystic machinations uniting God
and Nature. His blue-orange chords, birdsongs and visions bespeak an artist
consumed by otherworldly thoughts and thoroughly desirous to be free of
everyday concerns. He used the church as his vehicle, possibly because direct
contact with the public was too painful. 1 once entered Chartres cathedral as a
tourist one Sunday morning just as Mass was ended. The congregation was
noisily departing while the organist was playing something exquisite by Mes-
siaen. | wanted to scream at the people, “Sit down and listen, you fools! This
man is showing you his soul!” Yes, dealing with the masses is painful in-
deed.

In the US, everyone has heard of Bernstein and Copland, the latter
especially being as much identified with the US nation as Verdi was with the
Italian independence movement a century before. Or have they? | seriously
wonder if everyman south of the border truly knows or cares about them,
though to be sure they are more recognised names than most. Both were
highly successful with a certain segment of the public and with fellow com-
posers, but as always the public exacts a high price for popularity: the com-
poser wishes to do something significant and of depth, and the public de-
mands entertainment. Copland’s reply to Agnes de Mille, when she sug-
gested the story for the cowboy ballet, Rodeo, was “Oh I’ve already composed
one of those. | don’t want to do another cowboy ballet! Can’t you write a
script about Ellis Island?” This captures the plight of the serious artist
nicely, and of course he did succumb.

No discussion of US composers can be complete without a passing
reference to jazz. Here is a music that is truly free, springing as it did from
the libertarian aspirations of a nation within a nation. Only now have com-
posers caught up with jazz musicians, and started producing works without
scores! On the other hand, jazz musicians often use written charts as a start-
ing point for their explorations, so the two have cross-pollinated well. Pure
improvisation is pure freedom. The freedom that the artist craves is present in

® Aaron Copland and Vivian Perlis, Copland 1900 Through 1942. New York, St.
Martin’s/Marek, 1984, p. 356.
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jazz, and that some composers have successfully fused it with standard com-
positional practice is a marvellous tribute to them. Gershwin is of course the
most widely known exemplar of this hybrid style, but the composers who
have toyed with it are legion: Stravinsky, Milhaud, Morton Feldman, the
two above, me. | suspect all composers are secretly envious of the jazz musi-
cian who is not tied to a score. But they also can revel in the paradoxical fact
that one can achieve the same exultation from the printed page, when all goes
well.

Still in the US, William Schuman, a composer whom | admire, will
not ever achieve a great following until he removes that extra note: you know
the one | mean, the one that creates simultaneous major and minor chords —
central to his style. C major the public wants, even C minor, but let’s not
put them together. That is simply too much thought and it’s, gulp, disso-
nant! On the bright side, some acceptance of dissonance is growing. | was at
a modern dance competition one time, watching young students work hard at
a difficult craft, and for the most part dancing to dreadful pop concoctions.
However, one danced to a most interesting (and quite dissonant) orchestral
score. Upon inquiry, | learned that it was the soundtrack to a popular horror
movie. | was surprised and heartened, then disappointed as | realised that
only in conjunction with gruesome or otherwise striking imagery is the ex-
pressive music of our time generally accepted - see my earlier reference to
Stravinsky...

We shall not dwell upon the vilification which has been heaped on
Ives, one of the greatest musical minds of our time, more fecund in many
ways even than Schoenberg, right up to the anticipation of the latter's tech-
niques and their ramifications. Watch and see how many times any mistake or
musical confusion is described as ‘Ivesian’, even by musicians! How insidi-
ous is the public perception. That he recognised that he could never survive
by producing what he knew was work of lasting quality is indicative of the
composer’s problem in this benighted age. At least he had his insurance
business for support, and did not allow his disappointment and non-accep-
tance to overwhelm him, a disappointment in the Capitalist world which is
equal to anything experienced by artists under any other oppressive regime.
The political system is irrelevant to the creative soul.

When the people have been sufficiently cowed, the State can step in
and dictate how the public wants to be entertained, and the artist either flees
or tries to adapt. Prokofiev fled (then unaccountably returned), Shostakovich
adapted and outlived his tyrant (one might wonder how many American expa-
triate artists there are, too, driven away not by overt tyranny but by that of
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bourgeois taste). Both paid a high price, and both produced work of quality —
politics is indeed irrelevant. One senses in the former’s violin sonatas, to
which | have been listening lately, a composer living out his dream, for a
small moment expressing his joy in the freedom we all crave. In the latter, |
sense steely resolve to find that place between personal need and imposed
taste. That he had the strength to survive and persevere is remarkable. | don’t
think | would.

Consider also Khatchaturian, another who stayed and adapted, even
producing a Song of Stalin and a ballet about life on a collective farm to pla-
cate the regime. That his music nevertheless brings forth some of the best in
folk influences and sheer vitality is proof to me of the triumph of the creative
spirit over oppression. His music also contains elements of dissonance in the
form of major seventh chords sprinkled liberally about and lesser-used modes
like the Lydian and the Phrygian. Not too liberally though; there were still
the censors to pass.

I find many affinities between Khatchaturian and Ravel. And this is
striking because they worked under very different circumstances, supporting
my contention that the creative spirit is indeed independent of political reali-
ties, or tries to be. Or perhaps it is just that, like mechanical invention, when
the time has come - the style arises. Their brilliance of orchestration, the ma-
jor seventh chords softened, on Ravel’s part, by striking and exotic parallel-
isms, have kept both in the public eye probably because the major seventh is
not too far removed from the dominant seventh. It was slightly daring, a lit-
tle naughty, and so the public came to accept it. Les Six took advantage of
that acceptance too, to produce their cleverly piquant works, and it fit in well
with the cynicism of other inter-war composers like Kurt Weill.

And speaking of official madness dictating public taste, | once held a
distasteful little book in my hands which was printed in Berlin in 1941. It
purported to be a dictionary of music and musicians in Germany, but was in
fact a list of who could and could not be played publicly. No Schoenberg, no
Mendelssohn, naturally. May we not live in odious times.

So our heroes struggle, and not just in their political contexts. There
are other broad historical influences at work. | wonder if history has had to
move faster in the last century than previously to keep pace with scientific
discoveries. We have gone from arguing a hundred years ago whether a man
could survive a speed of twenty-five miles per hour, to putting up a space sta-
tion today (the year 2000 is still technically in the Twentieth century).

Our mechanical inventions of course reflected the mechanical idea of
creation, which prevailed at the beginning of the century. Sir Isaac Newton’s
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clockwork concept of the cosmos seemed to be the way to go, and the Indus-
trial Revolution had radically altered the landscape. Many are the examples of
musical locomotives (Honegger’s Pacific 231), machines (Chavez’s HP) and
factories (Mossolov’s Iron Foundry), and more recently, Diana Mclntosh’s
Bristol Freighter. These are not intended to be pretty works, but are meant to
capture both the fascination and romance of the machine and to warn against
its power to enslave and regiment us all. Titles like Ballet Méchanique
(Antheil), lonisation (Varése), Pas d’Acier (Prokofiev), reflect growing
knowledge and command of our material surroundings and growing concern
about its ultimate destination. The concern was, and is, well founded. If the
artist is more attuned than others to the nuances of his time, and more pre-
scient about its directions, then these works must be taken as warnings.

As our knowledge has grown, so has our destructive capability. It re-
mains to be seen if our collective superego is up to the task of managing and
controlling this capability. | doubt the average Love Canal survivor or citizen
of Chernobyl would think so. But we don’t have to look to such arcana as
nuclear energy: consider the mountain of garbage generated each day by the
average fast food restaurant (not to mention its fatal cuisine), and it is difficult
to be impressed with humanity’s wisdom.

Is it any wonder then that music and art generally began to become
more shrill at the beginning of the century? Schoenberg (funny how I keep
coming back to him) had painted expressionistic portraits as well as compos-
ing, and all the arts went through a most disturbing phase. The warnings were
eloquent and ubiquitous, yet despite its artists the world entertained the sav-
age waste of the First World War. The craggy dissonances that had been
cropping up in music generally, and the ballet turning from tutus to prehis-
toric Russian sacrifices and wild Scythians, suddenly made sense, like inter-
preting a prophetic dream after the event has occurred. After the Great War,
absurdity and fatalism were most appropriate responses, and they took hold
strongly (echoing even into our day since the same basic problems still face
us) in philosophy, in cubist art and the montages of Cocteau and Satie. The
artist was issuing warnings to the rest of society, just as he does today. They
had little effect though, and the unheeding world convulsed yet again in 1939.

The response of music to the most destructive man-made event of all
human history (culminating in the ultimate weapon) was serialism. The mes-
sage of serialism is simple: pure intellect leads to inhuman results. Compos-
ers were horrified by World War 11, as was everyone else, and at the end of it
they all stared into the nuclear maw, the product of minds creating something
because they could. Robert Oppenheimer knew what he had done with the
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Manhattan Project, and he knew also that the creation of the atomic bomb was
inevitable. History shows that when the materials and the knowledge are pre-
sent, someone puts it all together. There are many stories of some inventor
beating the others to the patent office and becoming a household name.
Ironic, isn’t it, that in response to the mindless savagery of that war and the
muddled philosophy that engendered it, came a product of the purest theoreti-
cal and analytical reasoning. Or conversely, that the pure and beautiful con-
templation of the subatomic universe birthed the weapon that more than any
other generates chaos. The right and the left brain were truly at war here, not
armies at all.

Musicians had had enough of madness, of Rites of Spring, of absurd-
ity, and they now grappled with pure reason, trying, ultimately without suc-
cess, to create an emotional response to numbers, ratios, statistical constructs.
The language of numbers, being the purest (or at least the easiest to work
with) became the language of music, to many.

Now don’t get me wrong, | admire Pierre Boulez greatly, and the sto-
ries | have heard about his amazing musical ear and ability to perceive and
sing every line in the most complex music make me almost glad | have never
met him. | have read his literature and come away perplexed at first, | have
heard his music and come away impressed, but | fear | have never been deeply
moved by it, though that is more likely a matter of personal taste than any
criticism of his style. What does one make of the following tightly woven
reasoning out of which springs his music?...

The world of music today is a relative world, that is to say, one
where structural relationships are not defined once and for all ac-
cording to absolute criteria, but are organised instead according
to varying schemata.

This world has arisen from the expansion of the idea of
the series; this is why | should first like to establish a definition
of the series from the strictest point of view, and then to infer
from it an ensemble, a network of probabilities. What is the se-
ries? The series is — in very general terms — the germ of a devel-
oping hierarchy based on certain psycho-physiological acousti-
cal properties, and endowed with a greater or lesser selectivity,
with a view to organising a FINITE ensemble of creative possi-
bilities connected by predominant affinities, in relation to a
given character: this ensemble of possibilities is deduced from an
initial series by a FUNCTIONAL generative process (not simply
the consecutive exposition of a certain number of objects, permu-
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tated according to restrictive numerical data). Consequently, all
that is needed to set up this hierarchy is a necessary and suffi-
cient premise which will ensure the total cohesion of the whole
and the relationship between its successive parts.®

That’s from the first page of the chapter called “Musical Technique”,
and for those who did not get to the end, it continues in similar tone for
many pages, and yes, it does finally make sense, but only upon great perse-
verance. | like to think I got something from it in terms of an appreciation
for a compositional technique that is rigorous to say the least. This stuff
reads like an existential tome, and that is not at all surprising since humanity
was directly facing the question of its very continuance. The crumbling of
Romanticism and of empires at the beginning of the century just bubbled on
to the crumbling of the fabric of society itself, and musicians’ responses were
concomitantly extreme: either the strict application of pure intellect to music
as personified first by Schoenberg and von Webern then Boulez, Xenakis and
others, or the retreat from such strictures and a seeking for a more spiritual or
absurdist or nostalgic response represented by Debussy, Satie, by the many
neo-classical works of various composers, (even neo-Renaissance: see the
lovely compositional creations of Pablo Casals) and the artists of the New
Age which we see today. We may add to the mix the resurgence of a certain
neo-Romanticism, of which I myself have been accused. Most of my col-
leagues hold New Age music in contempt, and it is indeed little more than
pretty nonsense, but they should try to keep in mind also that it represents a
response, if a trivial one, to a serious, even mortal challenge. The war of the
hemispheres within the human cranium is still raging.

At the same time that serialism was making its inroads, the right
brain asserted itself in opera. It is no accident that Poulenc’s fragmentary and
deeply searching La Voix Humaine and Menotti's The Consul appeared at al-
most the same time, immediately following the first real taste of Armageddon
-- and the horrifying tales of Kafka fit in nicely here, too, even if they do pre-
date the two operas. Kafka certainly fits the idea of the artist as bellwether to
society, and his prescience can only be regarded as remarkable. Both operas
represent a deep existential cry against the destruction that had just taken
place, the former calling stridently for the need for true communication, not
just between lovers, but between nations, and warns ominously of the tragic
results of failure; and the latter depicting in full frustrating fury the result of
allowing oneself to hide one's humanity behind rules and orders, of creating a

® Pierre Boulez, Boulez on Music Today, London: Faber & Faber, 1971, pp. 35-36.
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society based on unbending policies, and of building music and art out of in-
flexible constructs.

To serialism however, and to those composers who adhered doggedly
to it, came an audience reaction that was nearly unanimous, and from which
composers are still reeling. The people hated it, and with good reason: never
had there been a musical style that demanded so much of its audience, that
appeared so inhuman, that seemingly repulsed any traditional emotional re-
sponse to itself. The public was baffled, and so were many composers. But,
like new-age music, serialism represented nothing more than an honest left-
brain response to social and historical reality. The odd thing is (and Boulez
tersely acknowledges this with his phrase, “psycho-physiological acoustical
properties”, in the quote above), that when one becomes accustomed to this
style to the point of being able to perceive the permutations of the series as
they occur aurally, one’s pleasure, if only in the accomplishment, is tremen-
dous! How many of the general public will ever come to this realisation?
How many composers have done it? | venture to say not many from either
camp. The work and concentration and knowledge required are very special-
ised and intensive, yet the rewards are commensurate with the effort.

Should the general public be expected to achieve this level of musi-
cal sophistication? | say, why not? | am like Wagner’s ‘genius’ running
through the streets accosting people and trying to make them realise what glo-
ries are out there. That | have been rebuffed and ignored for the most part is
immaterial. My joy is still there and | never cease wishing to share it, to
bring all to the rich inner life that | feel | live inside this little skull. Our
woefully inadequate education system is not presently up to the task of truly
educating its charges to this degree however, and will not be able to do a
competent job until educators stop trying to turn out drones for industry.
More on this later.

My generation grew up in the shadow of nuclear war. We all read
Hiroshima and were afraid to look into the sky for fear our eyes would melt.
The emotional toll was significant, and it came out in our music, we either
retreated from the chaos of war into our nostalgia, or we embraced pure analy-
sis and tried to comprehend what the scientists were uncovering. Many, dab-
bled in both; we do have two brains, after all. And the discoveries just kept
coming, and just kept making the universe seem more and more irrational.
What does one make of the Uncertainty Principle? How does one grasp the
idea that to observe a particle is to change it, and so you cannot really know
what that particle ‘looks’ like? How do you absorb the notion that if you
know a particle’s speed you cannot know its direction, and vice versa? How
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to embrace the paradoxes of the Theory of Relativity? Of matter and energy
being one? Of bending space?

Stockhausen began talking of musical ‘time-space’, and others began
giving their works titles like Mutazioni (Berio), Das Spektrum (Nilsson),
Continuum (Ligeti), and the like, words used in scientific circles that describe
the wondrous new universe we have uncovered. Music attempted things
hardly before done, like permitting random elements to enter in, composing
to the throw of dice or to the | Ching (an oxymoronic practice if ever there
was one - creating highly structured music determined at its base by an an-
cient mystical book. What could more perfectly epitomise the quandary of
the 20th century composer?), carrying atonality to new extremes with clusters
and microtones, even dispensing with musical notation altogether and mani-
festing graphic or verbal scores. To express the impossible you must take ex-
treme measures.

So is it any wonder that artists of all stripes are doing incomprehen-
sible things? However much we may look askance at wrapping islands in
plastic, at making a 24-hour movie of a single building, at composers like
Turnage making music complex just for the sake of complexity, these are per-
fectly understandable responses to the milieu in which the artist finds himself.
So is the contrary outflowing of pretty and soothing and pseudo-spiritual stuff
that we see, and it explains the recent phenomenal success of Gérecki’s 3rd
Symphony. Here was the public’s discovery of a composer who did not con-
front them with their existential plight (at least not in a dissonant way), and
seemed to say something substantial while not being excessively demanding.
You grapple with your environment or you retreat from it. The public prefers
to retreat and this work enables them to do so with the appearance of dignity.

It is impossible to say where all the multiple stylistic streams of to-
day are headed, or which one the future will decide is defining of our time. |
suspect historians will have difficult time labelling our conflicted era. | called
it the New Rococo in an earlier review, and | still like that term. There were
people who continued to write in a Classical style into the 19th century, and
those who continued to write in a Renaissance style well into the Baroque,
but | seriously wonder if today we don't have many more stylistic streams
competing than ever before, perfectly mirroring the many streams of discovery
and change that we see all about. | have just read that the Hubble Space Tele-
scope is about to be eclipsed by earth-bound super telescopes that will render
the Hubble little more than a finder scope. Look out: more upsetting discov-
eries are coming our way, and that is only in one field.

Even within a single composer one can find distinct shifts: Pen-
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derecki has gone from his avant-garde "catalogue" style of the 60s to a rich
neo-Romantic one. Catalogue? | once heard his early style dismissed with
this word, implying a formless exploration of any strange sound the orchestra
could possibly make, without regard to any musical structure. But what
could be more perfect to express the times - undirected searching for its own
sake? And besides, | like early Penderecki. Another is Frederic Rzewski,
whose spectacular People United Will Never Be Defeated brilliantly combines
staggering complexity with the most lyrical romanticism, a single piano
dominating and encapsulating our time.

I mentioned Berio above. He is not my favourite composer for rea-
sons similar to the ‘catalogue’ criticism of Penderecki. | find in his music the
presentation of an interesting sound, then the presentation of another interest-
ing sound, and so on and so on until the end. | miss any sense of develop-
ment, but I also recognise that this a legitimate expression of the formlessness
of the time, of our inability to hold up a stylistic thread and say, “This is the
one for our era,” of the endless questing of Science for a Grand Unification
Theory -- and | accept it.

We have a great symbiosis taking place in our midst also. The tech-
nical genius of man is now able to match the public's greed for entertainment,
and it is now very easy to create impressive sounds at the push of a button.
Thus the pretenders spring up. It is so easy to create a succession of dramatic
sounds, even a complete orchestra, that anyone can call himself a composer
these days, can play about with random chords and create a work that sounds
convincing to all but a composer. | really wish they would leave that term for
those who know the craft of composition, though. Call yourself a 'sound
poet' if you will, but don't use the exalted term 'composer’ if you can't write
an authentic cadence or name the ranges of the instruments.

On the other hand, never have real composers had such wonderful
tools at their disposal. | can enter the notes of my latest masterpiece on the
computer screen and immediately play them back to listen for any errors. |
can then print out the score and the parts (transposed) with minimal editing,
and have a completed work of professional quality ready to hand to the play-
ers. This is undreamed-of power. | can even produce a synthetic version of
my score for any number of instruments to use as a sampler for performers. |
can then make it available instantly to performers world-wide, such is the
glory of our time. Our technical geniuses have done a spectacular job, but as
usual the result of their labour is a two-edged sword.

Attempts also proliferate to create an amalgam of acoustic and elec-
tronic sounds. These tend to be less than satisfying since one is never certain
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who is making the sounds, the live performer or the invisible technician. |
have seen concerts in which the performer is serenely playing without much
motion, but the sound is frantic - and vice versa, the performer is playing fu-
riously yet the sound is stable and calm. It is most frustrating and contradic-
tory to behold. | predict this sort of performance will continue but eventually
fade.

There was a spate of pure electronic composition in the middle of the
century, and to be sure, some interesting work was done. By 'electronic’ | in-
clude musique concréte  Works like Gesang der Jiinglinge by Stockhausen,
and Varése's Poeme Electronique are good examples, painstakingly put to-
gether by manipulating bits of tape, both audio and sticky, but it did not last.
I have attended concerts in which a tape recorder sat on the stage generating
odd sounds, but that mode of ‘performance’ is unsatisfactory and has largely
disappeared. My prediction is that electronic sound generation will take its
place as a fine complement to acoustic sounds, lending new and powerful
emotional dimensions to music, but must forever remain on the periphery.
The ondes Martenot and the modern synthesiser must share the back seat.

Speaking of peripheries, the phenomenon of Mr. (or Ms.) Carlos's
Switched on Bach in the 70s was only to be expected. The technology and
the knowledge were there, and someone named Moog made a synthesiser that
was finally available to all. Of course the first thing that was done with it
was to turn out a fascinating (at first) rendition of well-known music. It was
trivial of course, but Mr. (or Ms.) Carlos got there first and became famous. |
still have my vinyl copy.

It is sad when such wonderful technology is put to such small pur-
poses, however, much like using an electron microscope as a doorstop. It is
even more sad that the public lacks the discernment to perceive when it is be-
ing duped. The fact that the education system in this part of the world is
turning out graduates who are not only unable to reason and appreciate true
quality in the arts, but are frequently even illiterate, is appalling. More than
that, it is dangerous. Mozart's patrons could follow the structural outline of a
symphonic movement, but can today's general audiences consciously follow
even the simplest ABA form? Not in my experience. They don't even want
to. There are those who would say such discernment is not necessary or im-
portant, but I reply that lack of the most basic knowledge of the arts and of
history is indicative of a society that has forgotten its heritage, and stands to
lose it as a result.

Education today is geared toward producing those who can survive in
a world of business, which is to say bottom-line oriented people who regard
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the arts as secondary and unimportant. | had a parent say that to me directly
one time when | was a music teacher in a public school system. | ceased
wondering at that moment why his boy was a behaviour problem. Later I left
the system and I refuse to return. I could have, if I had not been so shocked,
quoted to him statistics that show the music (even the Classical music) in-
dustry is very large indeed, that more people attend operas and symphony per-
formances in Canada than attend NHL games (though this statistic is rendered
moot by television), but by then | had become more than a little demoralised.
Try standing in front of 30 children who don't want to be there, trying to
bring them to an appreciation of the thing you love most.

Why don't they want to be there? Because they are convinced by the
pretenders that all problems can be resolved in 24 minutes, or at most, 48
minutes, that discipline is achieved miraculously and easily off screen, that a
man can be knocked flying across a room and immediately get up and keep
fighting, that rich synthesised two- or three-chord sounds, an incessant 4/4
rhythm, and guttural, unintelligible words, is 'music’. Against the glamour
of Hollywood and the slick advertising of the very businesses for whom the
schools are turning out graduates, is there any hope of the artist (the
Wagnerian genius) being heard? A recent issue of Time magazine’ contains a
review of a new CD by the [pop group; Ed.] Backstreet Boys: it reads, in
part, "...if you're willing to accept sentiment in place of emotion, corniness
in place of craft and corporate marketing in place of your own free will, it can
be intoxicating."

Remarkable that such a magazine, produced by the very business
types who produce the rock groups should show such perspicacity. Is there
hope for thought? Despite all, and despite the fact that this is my favourite
hobby-horse, | believe there is hope; after all, the person who wrote the review
also attended school. Oh, and by the way, is it a good review or a bad re-
view? Your response to that question will likely be the inverse of your re-
sponse to this article.

And speaking of lyrics, have you heard what the kids are listening to
today? | won't repeat here the violent, misogynistic stuff that surrounds us
daily, just turn to any popular radio station - it's in the ether, people. You
have to concentrate to make out the words (or more likely read the jacket), but
once you do | am sure you will be repelled by their vehemence and hatred (not
the Backstreet Boys, of course, who are simply saccharine, and | do not know
which is worse). But, as in the realm of real music, is not all of this simply
a manifestation of the same dual-brain reaction to our times writ small?

Composers retreat into the pure analysis of serialism, or try to recap-

” November 27, 2000



The Rift 21

ture some older or folk style, often doing so with great expressive power.
The public on the other hand, not having paid attention in their English
classes and being largely unaware of the true persuasive power of literature or
music, resorts to sentimental songs or simple scatology. The existential reac-
tions are the same; only the degree of articulation differs. We are all alike in
that we all ask the big questions. We differ only in what we accept as an an-
swer.

The media encourages thoughtlessness, thinking that it is profitable.
It panders to what it thinks people want, but is occasionally turned on its ear.
Who would have predicted the sudden popularity a few years ago of an ancient
pentatonic hymn tune called Amazing Grace, which actually became a best
seller? Or the success of Gorecki, already mentioned? Yes, the public is
starved and bored, and it desperately needs its 'geniuses' to issue warnings, to
keep the flag of quality in the arts flying, to defy the bottom-dwellers, sorry, |
mean bottom-liners, who seek to destroy all they touch in the name of profit.
They have wrecked sport after sport, and stand on the verge of destroying mu-
sic as well. More than ever is the classical composer needed.

Like the monks of old, laboriously recopying manuscripts century
after century, we must forge our works in the face of cynicism and profiteer-
ing. The media is desperately out of balance because it believes that profit is
the driving force in human relationships, not expressive contact between indi-
viduals. See the footnote below® for a heartfelt cry from a composer against a
publication, which should be in the forefront of the compositional battle, but
instead chooses to side with what is simply popular. Take heart, Monty, you
are performing a valuable service to mankind. | find some small hope for the
arts in this little corner of the world when | contemplate the CBC [Canadian
Broadcasting Corporation; Ed.]. Their recent television series on the history
of this nation is nothing short of spectacular, and a first class example of what
this medium should be doing. On the radio also, | hear sprinkled among the
Beethoven and the Trout Quintets an occasional bow to the music of our
time. Recently Glenn Buhr's fine Violin Concerto was broadcast (on prime
time yet - not just on Two New Hours' obscure time slot), a richly Romantic
work which | was enjoying in my car and had to park and leave before the
end, to my regret. | also see more and more substantial Canadian program-
ming appearing in orchestra concerts, instead of the mandatory 5-minute piece
played just to satisfy grant requirements - surely a slap in the face to compos-
ers.

8 “For now, | will say that SOCAN's rag is a non plus ultra BAD example of lack of
balance; e.g., one relatively recent issue had approximately a quarter of a page de-
voted to the distinguished Istvan Anhalt's completion of a 25-year project[!], and,
as | recall, at least two pages of photos of RAPPERSs, plus pages of articles about
Rap, C&W, Pop, etc.", Monty Keene Pishny-Floyd, email message, November,
2000.
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The task of the composer will never be easy, and the world will re-
main largely uncomprehending of this odd creature, but there will also be
those in every society who tire of the blandness of fast food and fast culture,
and respond to something of substance. If we are unlikely to reach the vast
masses, we still must write for those few who take notice, knowing that
slowly, ever so slowly, the audience will grow. It is inevitable. People can't
wish to remain bored and starved forever, can they?

In conclusion, let me point out a recording | have admired for years;
one which takes music full circle, from the inexpressible mystery of where
creativity originates in the human personality to the quantum manifestation of
pure sound on the subatomic level. It is arecording of music written by the
Universe: a rendering into audible sound of the electromagnetic radiation
emanating from the planets and moons of our solar system, as recorded by
NASA spacecraft over the past few years. For those interested in sheer sonic
splendour may | recommend SYMPHONIES OF THE PLANETS? , if you
can find it. To quote myself in a review some years back:

..this is power that brings peace, peace that brings passionate
agitation, agitation that soothes, all at the same time and within
the confines of one little cranium. Sitting still, eyes closed, lotus
position if you can, an Apollinian spirit descends and visions of
Jupiter swim serenely in your internal view screen while you hur-
tle toward it at speeds 50 times that of the fastest bullet. World
leaders should hear this stuff, and if they don't then go out and
give universal cease-fire orders, they should be locked up in a
home for the Bottomlessly Insensitive and publicly pitied.

Yes, my fellow composers, we have been striving to express the inexpressi-
ble, to render into sound the paradoxes of our progress, to bring to audible
light the fact that modern physics is sounding more and more like Zen Bud-
dhism. How dismaying it is to find that Nature did it first, and did it best.
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G. Gordon Nicholson, Edmonton, AB

The Ontological Basis
of Artistic Compositional Experience

In a recent research study (Nicholson, 1997), | articulated the experience of
musical composition for contemporary classical composers. | discussed this
model in a previous article (The Alberta New Music and Arts Review, Vol. |
No 1,1997) Eight classical composers were asked to describe their personal
compositional experiences. Interview data were transcribed and analysed into
eleven main themes, and a narrative model of the experiences of composing
was constructed. It was found that the compositional process is contains a
non-linear and pervasive interrelatedness of the identified themes. In their de-
scriptions of the experience of composing, the composers often discussed sev-
eral of the following themes, sometimes in the same breath, as integral “parts”
of their overall experience of the compositional creative process. These themes
included: (a) composers’ thoughts during composition; (b) flow, involving
intense concentration, altered awareness, loss of sense of self, and a rush of
ideas; (c) motivation, including both external encouragement and internal ur-
gency; (d) influences, including score analysis and listening to other musical
works; (e) technique—the development of ideas, personal vocabulary, craft,
and intuition; (f) conception—the envisioning of structures, and the incuba-
tion and clarification of musical forms; (g) generation—the creation of musi-
cal ideas by improvisation, intuition, exploration, and sketching; (h) choices,
including consideration of various possibilities, aesthetics, and editing; (i) a
personal voice—non-verbal vocabulary, style, and self-expression; (j)
play—Ietting go, improvisation, and discovery; and (k) artistic development.
Intuition emerged as a pervasive secondary theme. This model was then dis-
cussed noting the absence of Cartesian elements in the artistic experience rela-
tive to theoretical models of consciousness, and to the Zen notion of
“interbeing.”

In the following article, I discuss the search for truth in the artistic
composers’ experience in relation to Zen, Gadamer’s discourse on Cartesian-
ism, and Bohm’s notion of implicate order; all useful in justifying the asser-
tion of a profound interrelatedness of the derived themes in the compositional
process. | attempt to transcend the traditional positivist and quantitative view
and arrive at a new qualitative paradigm of how one seeks an understanding of
inner artistic experience. Can an artistic process be validly described? How
does inquiry into artistic experience cope with the apparent relativism of artis-
tic interpretation? Can one overcome the difficulties of aesthetics inherent in
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traditional ways of viewing art and its creation, in order to achieve a valid un-
derstanding of artistic compositional experience?

I believe that there is no final “truth” to be reached by the interpreta-
tion of the data of this research, but rather knowledge, meaning, and under-
standing to be gained. Complete truth can only be directly experienced; de-
scriptions and their interpretations are at best approximations of truth. Many
of the artists interviewed in this study entered a “flow” state of consciousness
during intense periods of composition, which they described as “magical,”
“lucid,” “mystical,” “effortless,” “flowing,” “concentrated,” “suprarational,”
when the music seems to be “dictated,” and the process effortless and highly
efficient.

The Zen view of truth relates to the understanding of the ideas found
in this study, rooted in the concept of emptiness (Sanskrit: sunyata) based on
an experience of transcending the subject—object split in order to arrive at an
intuitive understanding of reality. | would suggest that an artist may approxi-
mate this transcendence during the experience of creating art, engaging with
the materials of art. Heidegger (1943/1962) related such transcendence to a
mode of experience he deemed “ready to hand... [which] is not grasped theo-
retically at all” (p. 99) but is rather a direct, practical engagement, a notion
similar to Rollo May’s (1975) idea of the “encounter” (pp. 87-110) between
the artist and his or her art, in which the creator becomes fused with his or her
own materials, losing a sense of self and gaining a sense of “flow”
(Csikszentmihalyi & Csikszentmihalyi, 1988) when their abilities and the
level of difficulties in the compositional tasks are balanced.

Applying the Zen notion of “interbeing” (Nh&t Hanh, 1988) to artis-
tic activity, we could claim that an artist has no substantial self distinct from
his or her art. Yet the Cartesian sense of separation of subject and object arises
from the belief in the substantialness of a self viewed as disconnected from
the rest of reality. This conflicts with the Zen concept of emptiness which has
been confused in much Western interpretations. Emptiness is often confused
with a nihilistic view and requires a new Western interpretation. Reality, in
normal moment-to-moment perception, seems to be dualistically split into
subject and object, into “here” and “there,” while emptiness (sometimes inter-
preted as chaotic nothingness), if taken too literally, may easily be interpreted
as “the meaningless void,” Yet, if the Zen notion of emptiness is interpreted
(Blofield, 1958/1994) as “insubstantial [continually changing] existence” (pp.
15-24), then one may then experience phenomena from the musical experience
from the perspective of its insubstantial yet dynamic nature. Reality is cha-
otic, energetic, evolving, unpredictable, interactive, and continually in a proc-
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ess of change and evolution. Art is ontological, an expression of the being of
the artist.

This dynamic insubstantiality of reality is impossible to grasp from
a Cartesian viewpoint. One fears the giving up of “self"—a fear which R. J.
Bernstein (1983) calls the “Cartesian anxiety” (pp. 16-20). One feels a lack in
the anxiety of a Cartesian universe, which arose, in Bernstein’s view, in part
from the desire of Descartes to reach what he called an “Archimedean point
upon which we can ground our knowledge” (p. 16). This “point” was his fa-
mous cogito, based on the foundation of reason. From a Zen point of view,
the Cartesian anxiety would disappear if the illusion of “nihilistic emptiness”
was removed; the universe is not meaningless bit rather empty yet dynamic.
One need not fear giving up something that does not exist. Giving up the idea
of the substantialness of artistic self is a path to liberation, not a one-way
voyage to oblivion, a radical, non-Cartesian ontology.

I am suggesting that the Zen notions of “interbeing” and “dynamic
emptiness” may be viewed as a means of transcendence of the barriers between
subject and object, between artist and his or her own artistic experience. This
is substantiated by George Gadamer, (in R. J. Bernstein, 1983), who criticises
Cartesianism on ontological grounds, as a misunderstanding of “being in the
world” (p. 118). Gadamer is attempting to transcend the entire Cartesian leg-
acy, but not just on the grounds of understanding of what knowledge is; on
ontological grounds. “Gadamer thinks that Cartesianism is based on misun-
derstanding of being, and in particular upon a misunderstanding of our
being—in—-the—world...[and] Gadamer’s critique [of Cartesianism]is . . . dev-
astating” (p. 118). Gadamer argues that a way of “being—in-the—world,” rather
than separating composer from score, must include a sharing of the knowledge
inherent in art, even with the listener or critic’s biases based in personal hu-
man experience and traditions. This sharing, in my view, approaches the Zen
notion of the “interbeing” of all phenomena, of “knowing things as they are.
Zen contemplation of emptiness helped me to see the ultimate fallacy of tradi-
tional Cartesian thinking, to transcend the Cartesian concept of the separate-
ness of artist and art-work. Artistic compositional practice then becomes an
encounter, a joining, a sharing, an “inter-being” of artist and work. Gadamer’s
continues this assault on Cartesianism, where he considers the subject of aes-
thetics.

Gadamer, considering Kant, is concerned about the latter’s
“subjectivisation of aesthetics” (R. J. Bernstein, 1983, p. 118). Why is there a
denigration of the idea of truth in a work of art? He pinpoints Kant’s Critique
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of Judgement (1793/1951) as the source of the emergence of modern aesthet-
ics, and of what Gadamer calls “aesthetic consciousness” or “aesthetic differ-
entiation.” Gadamer’s, in my view successfully defeats Kant’s attempt to es-
tablish a Cartesian basis for aesthetic judgements, considered as not a part of
the phenomenal world, nor associated with pure practical reason, neither arbi-
trary nor idiosyncratic. Maintaining the basic Cartesian split of subject-object,
Kant tried to explain the communal validity of aesthetic judgements, that is,
how the “community” comes to some agreement on what is good and valid in
art. But this is still radically subjective since agreement does not guarantee
good judgement or universality of value.

The subjective interpretation of the aesthetic value of art is problem-
atical, since it is difficult to understand the idea that there is no real truth in
art; how then can we claim that great art is universal? Kant introduced the idea
of the free play of the cognitive faculties, attempting to show that taste is
“communal and not idiosyncratic/subjective” (R. J. Bernstein, 1983, p. 119).
Gadamer disagrees with Kant’s claim that truth is excluded from aesthetic
judgements with the radical contention that Kant, by disallowing any kind of
epistemology except that based on the natural sciences. Kant did acknowledge
that people only could know a representation of reality, not reality itself. Thus
artists, in Kant’s view, are allowed to use artistic elements, for example, feel-
ing and empathy, yet radical subjectivity remains, and so logically there is no
“truth” to be found in the art. In true Cartesian style, Kant disallows consid-
eration of any contextual factors such as historicity, influences on the artist, or
secular-religious content, in the creation of the art work. Bernstein (1983)
contends critically that this Kantian aesthetic may now be discarded because it
belongs to what he calls the “museum conception of art” (p. 120) yielding
only relativism as a result of Kant’s radical subjectivism—if the listener must
be totally subjective in judgement of a composer’s work, then what can pre-
vail in that judgement except personal preference?

We must thus reject Kant’s radical subjectivism and relativism in the
judgement of art. Aesthetic judgement is more than merely personal prefer-
ence: aesthetic value from understanding the meaning of the artwork itself. If a
listener gets a different meaning from a musical work upon different listenings
or from different performances of the same work by different (or even by the
same artist), this does not mean that we are invited to speak of relativism or
to think that all readings of a text, or performances of a musical work, or
viewings of a painting, are of equal merit. What is required rather, is under-
standing, and a new epistemology of art. There is knowledge to be found in
art, a knowledge which can be experienced and described. Thus, there is
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knowledge in artistic experience, which can also be described and interpreted.
Aesthetics provides a basis for the knowledge embedded in the experience and
understanding of art and artistic experience. What is needed is a way of think-
ing that will overcome Kant’s radical subjectivisation. Gadamer’s answer is
play.

Gadamer moves beyond relativism to an alternative to the Cartesian
model, to an understanding of participation in play, which fulfills its purpose
only, if the player becomes lost in the play. There is a strict mode of being or
essence in play independent of the consciousness of the players. Gadamer as-
serts that the “concept of play provides an understanding of the ontological
status of works of art—how they are related to us and we are related to them”
(R. J. Bernstein, 1983, p. 122). Art is not Cartesian; instead, there is inter-
play, a to—and—fro movement, an involvement, a participation, an encounter
between composer and score. This interplay is dynamic interaction, an
“interbeing” (in Zen terms), between a realised score, the listener, and the
composer. Art and artistic experience requires interpretation, by a dynamic and
active participants in the creative process and its realisation; interplay in the
ontological sense of play as a sharing between artist and participant. Per-
former, listener, and composer as well come to understand the knowledge em-
bedded within the work.

The aesthetic beauty of art, which is often as much of a surprise to
the composer as it is a delight to the participant, is often achieved at the level
of “intuition of sheer inspired guesses” (Hisamatsu, 1971). In Zen art, the art-
ist is not involved in the traditional Western sense of aesthetic beauty, but
rather operates at the level of “intuition of transpersonal reality” (Lipsey, p.
26). The artist lives, understands, and “becomes” emptiness in order to realise
the insubstantialities and the momentariness within his or her own conscious
mind. Realising that personality has no substantiality, the Zen artist will ex-
press or “represent” nothingness, true emptiness, and dynamic instability. In-
terbeing, beyond Cartesianism, is always there, reflected in the connections
between artist, works of art, and participant. Bohm’s holomovement theory
relates to Zen to help provide the theoretical basis for such a model of artistic
experience.

Physicist David Bohm (1980) suggests that all aspects of reality in-
terpenetrate each other in intricate ways. In holography, for instance, any part
of a three-dimensional laser-light image is capable of reproducing the whole
image. One might expect that elements of human consciousness would act
similarly, a conclusion also suggested by Bohm. It follows then that, in the
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process of musical composition, one might expect that all aspects of this ar-
tistic process might interpenetrate each other in very intimate ways. Bohm’s
(1980) theories are thus a helpful way of explaining the interrelatedness of all
the identified themes within compositional experience.

Bohm (1980) discusses artistic consciousness within his theory of
wholeness and the implicate order in a very provocative manner. He begins at
the point where relativity and quantum theories contradict each other. Relativ-
ity theory is based on a Cartesian and mechanistic view of reality requiring
“continuity [of matter], strict causality (or determinism) and locality” (p.
176), while quantum theory requires the opposite—non continuity (energy
waves or particles can leap from level to level), non causality, and non local-
ity (events separated in space correlated through effects propagated at speeds
not greater than the speed of light). What the two theories have in common is
a concept of wholeness as an order of reality. Bohm’s drops the Cartesian
view of a mechanistic order of things, a view reinforced by the photographic
lens, which perpetuates the illusion that elements of reality can be separated
by point—to—point imaging. The human mind then adopts the concept that
everything is localised or separated from everything else, and that nothing can
be conceived otherwise (p. 177). This view countered by the hologram, a
laser-light photograph which records interference patterns of light waves re-
flected from an object. Any minuscule part of the photograph can produce the
entire photograph—there is no point-to—point correspondence of object and
recorded image. The entire image is enfolded in each region of the hologram,
which can become unfolded to reproduce the entire object.

Bohm postulates two basic orders to reality: the implicate order, in
which everything is enfolded in everything else (undivided, non-linear and
non localised), and the explicate order, the way one ordinarily perceives Carte-
sian reality), in which it seems that every object is unfolded in its own region
of space and time. The hologram may also include sound waves, and human
consciousness, all obeying abstract quantum mechanical laws (abstractions of
more general laws, which are as yet unknown). Any element of reality, from
an electron to a thought wave may be conceived as a set of enfolded ensem-
bles not localised in space which can be, at any moment, unfolded and local-
ised, then replaced immediately by another element. This very rapid recurrence
gives the illusion of continuity, but each object, particle, or element of con-
sciousness is actually only an abstraction to our senses. What is, is “always a
totality of ensembles, all present together, in an orderly series of stages of en-
foldment and unfoldment” (p. 184), intermingling and interpenetrating each
other, rather than abstracted and separated as forms which manifest to our
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senses and instruments. Bohm calls this vast, rich, unending flux of enfold-
ment and unfoldment the holomovement (pp. 150-157).

This implicate order theory may taken as fundamental, so that con-
sciousness (thoughts, feelings, desires, and so on) can be understood within
the implicate order theory. Thus an element of consciousness (such as an ele-
ment of composer’s experience, for instance) may be conceived as an unfolded
element of a larger explicate order (of consciousness) as a “particular, distin-
guished case of the implicate order” (Bohm, p. 197). Bohm postulates that
consciousness “is no longer to be fundamentally separated from matter” (p.
187), a notion reinforced by Pribram (1976), who argues that the brain resem-
bles a hologram in its function or storing memories. Yet memories may
merge together, Bohm thinks, connected by association and logical thought.
Consciousness is more than memory involving awareness, attention, percep-
tion, acts of understanding, and so on, such as writing or listening to music.
The listener or composer hears a certain note with a number of previous notes
reverberating in his or her consciousness, giving a “direct and immediately
felt sense of movement, flow and continuity...active transformations of what
came earlier” (p. 199) which are diffused by emotional responses, bodily sen-
sations, muscular movements, and interpretation of great subtlety of meaning.
A sequence of notes (or chords, or rhythms) is thus “enfolded into many lev-
els of consciousness which... interpenetrate and intermingle to give rise to an
immediate and primary feeling of movement” (p. 199). Music

is sensed immediately as the presence together of many different
but interrelated degrees of transformations of tones and sounds
...with a feeling of tension and harmony ...in listening to music,
one is therefore directly perceiving an implicate order... active in
the sense that it continually flows into emotional, physical, and
other responses, that are inseparable from the transformations
out of which it is essentially constituted (pp. 199-200).

Movement in the implicate order is conceived of as a series of
“interpenetrating and intermingling elements in different degrees of enfold-
ment all present together” (p. 203). The what is of reality, Bohm postulates,
is movement itself, “a relationship of certain phases of what is to other phases
of what is, that are in different stages of enfoldment” (p. 203). The essence of
reality is the relationships between the various phases in different stages of
enfoldment. One set of ideas in consciousness implies another set of ideas.
Consciousness thus has an explicit content (as foreground, the composer’s
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immediate work, sketches, orchestration...) and implicit content (as back-
ground; the composer’s motivation, background, ideals, style, voice etc.). The
implicit content, in the composing experience is the totality of knowledge and
skill, which the composer brings continuously to the act of composing. The
explicit content is whatever is manifesting as thoughts at any given instant in
the process, but what is manifesting can be a complex combination of differ-
ent elements or themes, mentioned above in constant relationship, interpene-
trating and intermingling.

Bohm implies that the movements of both mind and body are the
outcome of “related projections of a common higher—dimensional ground” (p.
209) that he does not name. Human beings are not independent actualities in-
teracting with other humans and nature, but rather all these are “projections of
a single totality” (p. 110). Bohm’s holographic concept has been discussed
(Grof & Bennett, 1993; Keepin, 1993). Grof has spent more than 30 years re-
searching and mapping various altered states of human consciousness. Much
of the theoretical foundation of Grof’s work is based on Bohm’s holographic
theory, on the notion that “matter and life are both abstractions that have been
extracted from the holomovement, that is the undivided whole... similarly,
matter and consciousness are both aspects of the undivided whole” (Grof &
Bennett, 1993, p. 10). Grof’s ideas are relevant here because he states that “all
perceptions and knowledge—including scientific work—are not objective re-
constructions of reality; instead, they are creative activities comparable to ar-
tistic expressions” (p. 10, italics added). Keepin (1993) reviews Bohm’s life
work, stating that there is a “fundamental interconnection of all things and the
microcosm contains the macrocosm” (p. 44), a derivation of the Buddhist
Avatamsaka Sutra that represents the universe as an infinite network of pearls,
each reflecting all the others. Keepin holds that Bohm’s ideas are “not experi-
mental evidence... but [are] experiential evidence from the ages. If we broaden
our epistemology beyond the bounds of science, we find ample precedent for a
unitive holographic understanding of reality” (p. 44).

Accepting Bohm’s implicate order interpretation of reality, as it ap-
pears that Capra, Grof, Keepin (and others) do, then the boundaries between
the hierarchical structures of Wilber’s (1981) cartography or spectrum of con-
sciousness (essential body, mind, and spirit) disappear, and Bohm’s notion
that everything is enfolded in everything else becomes more credible. These
discussions are useful in our discussion of the interrelatedness of the themes
in the process of composition as interrelated elements of consciousness. This
thus forms the basis of understanding of the model of artistic experience men-
tioned earlier in this article. Could it be, considering Bohm’s arguments,
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Gadamer’s defeat of Cartesianism in the sense of artistic consciousness, and
the Zen notion of interbeing, that the compositional process might be under-
stood as a specific example of a specialised form of artistic consciousness, in-
terrelated to all that is. The universality of real art becomes easier to compre-
hend if this is the case.
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A Lonely Desert’s Night

My fresh and foolish

fantasy has been dried by the

scorching rays of unrelenting reality
And, like a rose in the desert sun,

My lapse into the attachment of affection
has blossomed parched

Withering into the nightly tears

of an abandoned sky

Dalbir Sehmby

Cogito Ergo Sum

I think, therefore you are
You are my inside everything
An incognito vision

Reality realized

Mirage before my eyes

An amalgam of lies

The essence of truth

I think,

Therefore,

You are

Dalbir Sehmby
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Defamiliarisation and the Poetry of
e. e. cummings

e. e. cummings is not the only poet who has practised the challenging, un-
conventional method of expressing strikingly new ideas in poetry. Poets from
diverse cultural origins and literary heritage had already shown the tendency of
blending form and content in unconventional ways in their works. The goal
of any such avoidance of traditional forms of expression in the works of these
poets is to “defamiliarise, make strange or challenge certain dominant concep-
tions ... of the social world™* and therefore “to make man look with an excep-
tionally high level of awareness.” The terms often used in literary criticism
to refer to this particular concept are numerous and diverse. However, “Viktor
Shklovsky [is the critic] who introduced the phrase ‘priem ostranenija’...
which has been rendered in English as ‘estrangement,” ‘alienation,” and
‘defamiliarisation.” cummings's poetry by offering a different perspective to
view life and by expanding the gap between the observer and the different ob-
served phenomena in life, lends itself to be analysed within the context of
Shklovsky’s concept of “defamiliarisation.” This study will aim to elucidate
the nature of cummings's poetry from this perspective.

Although there is no dividing line between form and content in For-
malist criticism, practically there exists “a profound ambiguity [about the
term ‘ostranenija’, in the sense that] it is never clear in Shklovsky’s writings
whether it is the content or the form itself which is defamiliarised.”™ In other
words it is not only an ambiguous notion in Shklovsky’s theoretical writings,
but - in most cases- quite difficult to state exactly that the quality of estrange-
ment in a verbal work of art necessarily arises from ‘ostranenija’ in either
form or content. Considering the form, “[a poet may not use] a radically un-
conventional language™ to try to sharpen the reader’s awareness of a particu-
lar concept in a work of art, as it often occurs in the narration of events in a
work of fiction, like Swift’s Gulliver’s Travels. Yet, other writers might de-
' Tony Bennet, Formalism and Marxism, (New York: Methuen & Co Ltd, 1979), p.
21.

% Lee T. Lemon and Marian J. Reis trans. Russian Formalist Criticism: Four Es-
says, (Lincoln: University of Nebraska Press, 1965), p. 5.

® R. H. Stacy, Defamiliarization in Language and Literature, (New York: Syracuse
University Press, 1977), pp. 2-3.

* Fredric Jameson, The Prison-House of Language, (Princeton: Princeton Univer-
sity Press, 1972), p.75.

® Stacy, p. 11.
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liberately deviate from orthodox use of language and employ a means of ex-
pression “that is itself strange, unconventional, highly allusive and meta-
phorical, even enigmatic™® and - this happens most in poetry - challenge even
more conspicuously the seemingly random process of perception. cummings's
poems, in this regard, are perfect illustrations of a pronounced deviation from
the conventional use of language. The following poem clearly illustrates the
radical step taken against such orthodoxy:

if i

or anybody don’t
know where it her his

my next meal’s coming from
i say to hell with that
that doesn’t matter (and if

he she it or everybody gets a
bellyful without

lifting my finger; i say to hell
with that;

say that doesn’t matter) but

if somebody

or you are beautiful or

deep or generous what

i say is

whistle that

sing that yell that spell

that out big (bigger than cosmic

rays war earthquakes famine or the ex

prince of whoses diving into
a whatses to rescue miss nobody’s
probably handbag) because i say that’s not

swell (get me) babe not (understand me) lousy
kid that’s something else my sweet (i feel that’s

true)

In this poem the rebellion against grammar and conventional standards of
writing is pronounced and radical. Particularly in this poem cummings im-
plies that what really matters is beauty, generosity, and spiritual depth; gram-
® lbid.
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mar no longer occupies a place in the life of his poetry, as in a similar man-
ner he presents food as insignificant in daily life. It is, thus, through an ex-
plicit outcry against grammatical constructions in language that cummings
succeeds in defamiliarising our perception of more serious concepts in life
such as beauty and kindness. It is exactly at this level that form and content
in his poetry unite and become inseparable. The notion cummings advocates
in his poetry is quite compatible with the theoretical principles of the Formal-
ist school in the sense that,

...there exists an opposition between two systems of language -
poetical and the everyday. To the ordinary everyday speech,
which aims at the greatest possible economy, fluency, and accu-
racy, they oppose the deliberately obstructed, complicated, and
twisted poetical speech, which aims at creating the greatest possi-
ble effect by overcoming the automatism perception.’

The undermining of “economy, fluency, and accuracy” - of everyday speech -
in cummings's poetry manifests itself in the shape of obscurity achieved
through the rejection of conventionality and the accepted norms. Yet in cum-
mings's works, as well as in Tolstoy’s stories - whom Shklovsky admired for
his use of demailiarisation - “a deliberate avoidance of artificial construction™
can be clearly traced. In other words, departure from the everyday plain of
language does not necessarily imply a flight towards artificiality of expres-
sion. In accordance with the Formalists’ adherence to the non-customary usage
of language, in cummings's poetry there exists, at the same time, an avoid-
ance of artificiality and bookishness:

The vocabulary of his poetry is surprisingly simple, or more ac-
curately, not complex. That is, an individual word will rarely send
one to the dictionary. Yet his vocabulary does require mastering,
and can strike the uninitiated as quite perplexing. We expect po-
ets to employ words in radically new senses, but we are seldom
prepared to construct a system for interplaying his vocabulary.
And that is what cummings requires of the reader.’

7 Gleb Struve, Russian Literature Under Lenin and Stalin 1917- 1953, (Norman:
University of Oklahoma Press, 1971), p. 207.

8 D. S. Mirsky, A History of Russian Literature, (London: Routledge & Kegan
Paul, 1964), p. 252.

° Irene R. Fairley, e. e. cummings and Ungrammar, (New York: Watermill Publish-
ers, 1975), p. 5.



40 Manijeh Mannani

The simple and at the same time peculiar choice of words in the following
poem, for example, sheds more light on this controversial aspect of cum-
mings's diction:

love is more thicker than forget
more thinner than recall

more seldom than a wave is wet
more frequent than to fail

it is most mad and moonly
and less it shall unbe
than all the sea which only
is deeper than the sea

love is less always than to win
less never than alive

less bigger than the least begin
less littler than forgive

it is most sane and sunly
and more it cannot doe
than all the sky which only
is higher than the sky

As it is clear, there is hardly a word in the above poem that could cause se-
mantic difficulty by itself. The problem of understanding the poem, however,
arises from the way the words and ideas are blended to hint at an abstract and
at the same time more general and complex idea i.e., the essential qualities of
“love.”

Quite frequently, moreover, the use of colloquial expressions in
cummings's poetry augments the process of “ostranenija.” In the following
poem, for instance, as in many other of his poems, the conversational use of
language and everyday expressions creates an unusual atmosphere which ul-
timately contributes to defamiliarisation:

goodby Betty, don’t remember me

pencil your eyes and have a good time

with the tall tight boys