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One way to work with the idea of
conventions and my use of them
would be to write an article in the
form of columns, each column con-
sisting of a set of sequential state-
ments, unrelated except that they all
deal with aspects of music. Theoreti-
cally, the reader would have the
choice to conduct his or her reading
by following the words straight
across the page, or to skip to the
next line after completing the words
in the first line of the first column. I
am assuming that most readers will
do the latter, and if I want my writ-
ings to be perceived in the manner
which I intended, I must observe

Two of the most common musical com-
positions—melody and harmony—deal with
time in different ways, a contrast in which I
have become increasingly interested. If one
chooses 3 notes and plays them in succession,
each lasting for 3 seconds, one will have a
melody 9 seconds long. But if you play
those 3 notes simultaneously for 3 seconds,
you will have a harmony only 3 seconds
long. Though each note exists in exactly the
same space as the other two, it manages to
keep its individual identity (unlike three
colors, which, when occupying the same
space, form a fourth color). Couldn’t this
mean that we have merely superimposed two
3-second lengths of music onto a third and
really have a total of 9 seconds of music?

this convention and not allow my thoughts to stray into the next column. However,
by breaking this convention, I am also working with it. For when the reader realizes
that his or her eyes are on the lower right hand column without having read the

words on the upper right hand column, he
or she will be aware of the possibility of
having skipped ahead of something else,
thereby altering the order of things in the
realm of time. Music, unlike painting, is an
art form in which the time of its perception
is controlled almost entirely by the artist,
and in which the audience is subject to the
artist’s judgements concerning the use of
that time. In any case, the artist’s time be-
comes some form of imposition on the
perceiver.

I once saw a magic show in which
there was a levitation act. After a success-
ful performance, the audience crowded
onto the stage to see how the feat might
have been accomplished. Their fascina-
tion for procedures and apparatus was
somewhat amusing, especially when one
considers that we send people to the
moon with more complicated tricks than
that. The real fascination for me lay in
the very idea of levitation, an idea that
most likely came into existence more
from fantastic imagination than experi-
mentation. Certainly flying to the moon
did.

As a singer, I've had a similar fantasy
about my voice, that of walking away
from my song. In many of my works I try
to create the image of music as something
independent of the musician, sometimes
using the aid of simple electronic equip-
ment such as the conventional tape re-
corder or cassette. These may help me to
release the music from certain physical
limitations of the musician such as the
length of a human breath or the ability
of a singer to sing only one pitch at a
time. In one piece, the voice of a singer
is heard at 4 pitches simultaneously,
simply because there are 3 cassette re-
corders playing the singer’s recorded
voice at different pitch levels, in addi-
tion to the live voice. Never do I elec-
tronically alter the naturally produced
sound, and always, unlike the magic show,
all aids are either visible or apparent.

When the various components of what
we call music are considered separately,
we, of course, find many in common with
the visual arts—time, space, distance. It
seems to me that the differences between
music and a visual art form such as paint-
ing lie in the assembling and proportion-
ing of components, not the presence or
lack of them: space can become more or
less pzfssive; time, more or less controlled;
distances, more angular or more omni-
directional. A little more of one com-
ponent may give you music; a little more
of another may give you a painting.
Whereas in a baroque concerto, the visual
presence of the musician seems inciden-
tal, in one of my works his or her visual
presence may be imperative to the co-
herence of the music. In fact, none of
my works to date can be exclusively
audiorecorded. Ironically, the opposite
has not been so. Some of my pieces are
meant only to be seen.

It seems to me, then, that sound can
be the manifestation of music, but not
the essence of it; and in works that incor-
porate other musical components (such as
time, space, or distance), apparently
sound is not indispensable.
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