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EDITORIAL

Both in the art world and elsewhere, simple definitions are not always easy to make.
A thing may be seen from several sides, and categories may overlap. Second part of
my article about how to describe the openness in works for improvisors goes into
analysis of some intricate, “borderline cases” in works by Miles Davis and Earle
Brown.

There are always possibilities for discovering more composers who specialise in open
scores, as the Small Notes in this issue attests to.

It occurred to me during working with this issue that a layouted journal is a little bit
comparable to a score. You may leaf through it and you may go slowly through it.
Please feel free to do both!

CBN
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4 POSTCARDS

Anna Murray
More postcards can be found at https://www.annamurraymusic.com
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RABR ANALYSIS - RATING DEGREES OF OPENNESS IN

EXPERIMENTAL REPERTORY
Part 2

by Carl Bergstroem-Nielsen

Summary: "Openness" in experimental music is an imprecise notion. Works may be
characterised according to Random Access and Broadness. The first describes whether, and
how much, elements may be played independently of a fixed sequence. The second, how
much latitude can exist in the interpretation of individual elements, if they can be discerned.
Analysis of works by Chr. Wolff, Shiba Tetsu, Roman Haubenstock-Ramati, Stockhausen, Peter
Schuback, Henrik Ehland Rasmussen and Miles Davis exemplify different degrees, and
combinations, of RA and BR. Even though a number of works may be "flexible" in ways that
fall outside the scope of this method, it is hoped that it can contribute to an easier, and more

differentiated, overview of the repertory in question.
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Fig.10. Henrik Ehland Rasmussen: The Nature of the Notes 2.
International Improvised Music Archive, shareware.
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The illustration shows all of the published piece. As one can see reading the text,
there is a development that includes points of synchronisation. They are defined by

the statements: "After approx. 4 minutes..." - "At the right moment" and "when
someone starts playing intervals like...", and "Stop the piece by... and allow more and
more...". The material is reduced to single tones lasting 2 seconds, to combinations
thereof and to extremely short notes. They combine with pauses in prescribed ways,
and individually fixed pitches only vary after 4 minutes, at which time they gradually

become deeper.

There are clear-cut elements, given from the composer as little models to be varied.
They change into different ones, but there is no option to jump back and forth

between them. Therefore there is no RA.

BR is limited by the reductionism and the obligations in some sections to achieve
gradual common changes. However, the compositional framework is not tighter than

allowing for improvisation to a higher degree than just a small one.”

RABR assessment: there is a fixed sequence of sections in which an improvised use of

defined elements is to take place. On this background, | rate the work as RABR [0,2].

25) The shifts/transitions are sometimes dependent on the context, demanding decisions of what is
the "right moment" and when to take initiative to direct the music from single tones to intervals.
These decisions have both individual and collective aspects, provided they are performed as was
meant, without any single person in charge of triggering the change - see Bergstroem-Nielsen (2008)
for a closer description. It can be discussed whether this makes the framework more flexible and thus
pushes it slightly more in the direction of broadness in our sense (players are at liberty to finish the
section the way they like, without being cut away), or whether it rather makes an additional demand
of synchronisation. In any case, however, these conditions are only imposed at certain points (unlike
Chr. Wolff's 1, 2 or 3 People) and often a relatively relaxed condition for improvisation can be
expected.
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BORDERLINE CASES

In this chapter, two works will be reviewed that present challenges to the idea of

RABR analysis.
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MILES DAVIS: So What (1959 and later versions)
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Fig.11 Miles Davis (2016): So What, anonymous rendition in a handwriting suggesting The Real Book
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A well-known evergreen, the work probably exists in innumerable recorded versions
including remixes and cover versions. This analysis deals solely with how it was
treated by the author and his band members. 5 recordings plus a sheet music version
have been taken into consideration for this analysis (Davis 1959a, 1959b, 1964a,
1964b, 2016).

The formal scheme is the same for 1959a and 1959b:

Intro - 8 bars (slow, piano and bass tightly synchronised)Theme/form - 16 bars
(first 8 repeated) over D minor + 8 over E flat minor + 8 bars D minor (ABA)

Solos over entire form without intro
Bass transition 8 bars

Theme again (see above) with fade-out or thinning out extending the last
section.

A peculiar feature is the static harmonics, beginning with 16 bars - and if
several rounds are played in a solo, there will be 24 bars of D minor in a row.

Constant features found in the recordings:

- All recordings keep faithfully to the 16+8+8 bar harmonic scheme where
applicable.

- The instrumental sequence of solos always started with the trumpet of Davis,
followed by saxophone(s), then piano - in 1959b with a concluding trumpet
solo. Judging from this sample of four recordings, it seems there is a strict
hierarchy in which the bandleader can take absolute priority, wind instruments
are more important than others and bass as well as drum set receive no solos
at all, even though their improvisatory contributions are also important
throughout.

Variable features found in the recordings:
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- arrangements were changing. 1959b had the piano introduction transcribed
for brass band (presumably by the TV programme) - and after that time it was
abolished. The bass transition at the end also disappeared. Tempos were faster
in the later recordings.

- Durations of solos varied. The live recordings featured longer versions than
1959a and 1950b.

- Solos are always approached as individual creations - there is absolutely no
imitation of earlier ones or "accretion", as far as their overall shape and
coherence of details concerns.

The sheet music version:

Se fig.10 above. It appears to be a stripped-down, simplified model of the piece
and it would be advisable to supplement it by listening, which is probably also
common usage.?® The section based on E flat has a repetition sign which seems
to be a direct error.

Discussion of openness aspects: the work takes a new shape at each recording. Part
of this openness seems to rely on preconception - arrangement and sequence of
solos. As there seems to be no spontaneously positioned solos decided during
playing, there is no RA aspect (although it could, with other musicians who felt for it,
likely appear). Duration of solos could conceivably vary out of the situation in a more
direct way and thus be a dimension of BR. And as mentioned above, they strongly
appear in contrast to the arranged elements as reserved places for free

improvisation. The slow harmonic changes support this assumed openness.

26) It can be noted that the official website, milesdavis.com, has no references to written music.
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The endings of the Herbie Hancock piano solos in both 1964 recordings make elegant
and surprisingly-sounding gradual transformations of their material into the theme -
in two different versions. This demands coordinated support from the others. Exactly
this trait appears clearly pre-arranged but does not change the overall impression

that even that part of the process was part of a freely flowing improvisation. ¥’

A hierarchy of instruments seems to determine whether the BR degree would be,
say, 1 (slight, although indispensable) or 2 (decisively contributing) or maybe even 3
(very much contributing). The degree of virtuosity to easily fulfil the basic
requirements of keeping sync with the bar scheme at strategic points also plays a role

as to how "free" the musician can be.

As already stated, the object of this analysis was limited to selected recordings from
1959 and 1964 of one work. Other practises may well exist with different authors and

at different times, including for how this work is re-performed.

RABR assessment: BR varies with the status of the musician and his/her place in a
hierarchy of instruments. | would place the work between RABR [0,1] and RABR [0, 3]
depending on the musician's place in the hierarchies and on training. For
comparisons of RABR gradings, the average of [0,2] can be used with some

reservation.

27) There is in any case a process of "landing", that is, arriving at the right place harmonically and
metrically after the solo. Here, just a motivic aspect has been added. Cf. the analysis of Wolff and the
complexity encountered there.
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EARLE BROWN: December 1952 from Folio (1952, publ. 1961)
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Fig.12 Earle Brown: December 1952 playing score from Folio. Copyright 1961 by Associated Music
Publishers.
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Among graphic scores, this is in all probability the most cited at all in articles and

books.
The instruction text reads as follows in its entirety: %8

"The composition may be performed in any direction from any point in the
defined space for any length of time and may be performed from any of the
four rotational positions in any sequence. In a performance utilising only three
dimensions as active (vertical, horizontal, and time), the thickness of the event
indicates the relative intensity and/or (where applicable instrumentally)
clusters. Where all four dimensions are active, the relative thickness and length
of events are functions of their conceptual position on a plane perpendicular to
the vertical and horizontal plane of the score. In the latter case all of the
characteristics of sound and their relationships to each other are subject to
continual transformation and modification. It is primarily intended that
performances be made directly from this graphic "implication" (one for each
performer) and that no further preliminary defining of the events, other than
agreements to total performance time, take place. Further defining of the
events is not prohibited however, provided that the imposed determinate
system is implicit in the score and in these notes".

This text is preceded by a "note and sketch" describing the composer's vision of a
three- or four-dimensional musical space for the performer to move within or to set

in motion.

28) It seems, however, that in earlier times a number of writers have not been aware of the
instructions in the published edition and have perceived the work as free graphics for any kind of use.
With the recent academic interest in experimental music, this picture has changed - see my overview
of literature in Bergstroem-Nielsen (2002ffA) and (2002ffB). Storesund (2017) provides a brilliant
practical introduction for musicians.
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As | understand the instructions, one must in all cases read the picture in a freely
chosen, yet systematic manner, letting up and down on the paper correspond to
pitch and letting thickness correspond to dynamics, maybe to clusters on keyed
instruments. An advanced way would be to imagine the picture or the playerin
motion so that the relative position of elements to each other changes. It is essential
that the elements are perceived as single elements which are clearly differentiated
from each other according to "vertical, horizontal, and time", and performance
should first and foremost take place directly from playing the picture, with only

principles, not details, being fixed in advance.

Looking for the RA aspect, which are then the elements one might permutate,
thinking of a basic two-dimensional version? An amount of analytical activity from
the performer is required here. One could simply see each sound as accessible in the
RA way. Or maybe lines or rows could be freely chosen along the way. It would also
matter whether one allows for choosing one element several times and for leaving
out some - albeit, as | understand it, within the "systematic manner". One could also
choose a system leaving no RA at all, but in the interest of mapping possibilities, | will

consider it to be of medium value.

If more than three dimensions are to be employed, and one wishes to activate the
imagined "plane perpendicular to the vertical and horizontal plane of the score" and
practise "continual transformation and modification", then it seems one should
assume an imaginary axis going into space and decide how to undertake a "journey"

through them while reading and performing.

As we can see, much attention to the details and how they relate to each other is
required by the instructions. Indiscriminate sound masses have no place here. And as
elements are to be carefully weighed so as to balance together with all the others,
how much broadness is left for the performer in their interpretation - in other words,
how much arbitrariness could be allowed in, say, one single sound? For keyboard
instruments, there is some variety of ways one cluster can be realised, for instance,

how tight - whether chromatic or other. For melody instruments, this variety does
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not exist, but even if a somewhat definite placement of pitch, for instance, between
"highest" and "lowest", is aimed for, then the actual pitch may be chosen in
performance to hit some intervallic combinations rather than others, and there may
be several solutions to this - also an element of chance (applying to several
dimensions) which can influence subsequent choices. Importantly, the dimension of
timbre is not at all mentioned in the instructions. There is an open field here - timbral
variety could be accomplished in traditional ways, for instance by a voice singing
different vowels, with bowed string instruments placing their bow differently, or just
by alternating instruments. With the considerable developments since the
composition year of 1952 in extended techniques and electronics, the field expands
further.”® Considering the last part of the instruction stressing that playing should
primarily take place from the graphic score itself, there is in any case a general limit

to how fixed versions can be.

If this piece appeared a "borderline case" for the RABR method, it seems to be so
because of the openness to, or necessity for, arranging or at least decision-taking
before the performance. But if we imagine this as having taken place already, then it
emerges that both random access and broadness aspects can exist within certain

limits.

RABR assessment: On the background of the above, | rate this work to be RABR [2,2].

29) Historic considerations taking pointillistic, serialist music of the fifties into account as well as the
impression of the black/white print could suggest a performance which does not indulge in many
contrasting colours. But again, there is no constraint that performances should sound "historic".
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SUMMARY OF EXAMPLES WITH SOME ADDITIONAL REMARKS AND OBSERVATIONS

Looking back at the examples treated so far, the table below provides overviews both

regarding RA and BR properties, and includes indications of what led to the

evaluation in question.

RA descending

BR descending

categories can be
generated
anytime by
cueing

GALLERY EXAMPLES GALLERY EXAMPLES
[4,3] Wolff: Texture and [1,4] Schuback: Graphic symbols for ad
Stones soundmaking Panurge libitum interpretation.
both have
prescriptions one
can alternate
between ad
libitum
[4,2] Tetsu: Hand | New sections of [4,3] Wolff: Strongly ambiguous
Piece circumscribed Stones descriptions of sound

textures within a
dichotomy.

[4,0] Wolff: For
1,2 or 3 People

Pages can be
played in any
order and
elements can be
played in "any
convenient
sequence

[2,3] Karlheinz
Stockhausen:
Connection
(Verbindung)

Elements are
described ambiguously
with verbal means, yet
they must be
differentiated from
each other.
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RA descending

BR descending

GALLERY EXAMPLES

GALLERY EXAMPLES

[3,0] Roman
Haubenstock-Ra
mati:
Interpolation

Labyrint offering
many choices for
the first section.
Second part
offers unlimited
choices.

[4,2] Tetsu: Hand
Piece

Material is generated
from free
improvisation and may
be subjected to
constraints through
attempted recallings

[2,3] Karlheinz
Stockhausen:
Connection
(Verbindung)

Second part of
the piece
prescribes
elements to be

[0,2] HR The
Nature of the
Notes 2

Clear frames are set
for the kinds of
material / figures to be
played, but they leave

Panurge

played with some
freedoms of
choice.

1,2 or 3 People

mixed freely. room for improvising
details.
[1,4] Schuback: Cycles to be [4,0] Wolff: For Even if there are no

clefs and many
ambiguous symbols,
strong sight-reading
obligations are placed
on the musicians.

[0,2] Rasmussen:

Fixed sequence

[3,0] Roman

Optical notation with

within
performance of
the score in a
"systematic
manner”

The Nature of the | of sections. Haubenstock-Ra fixed details.
Notes 2 mati:
Interpolation
BORDERLINE CASES BORDERLINE CASES
[2,2] Brown 52 Choices appear [2,2] Brown 52 Within a given

framework, details
may be carried out
freely.
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RA descending BR descending
BORDERLINE CASES BORDERLINE CASES

[0,2] Davis As presented by [0,2] Davis There is considerable
Davis and his freedom in the details
band, there within formal and
seems to be no harmonic
practice for requirements,
influencing the depending on training
formal and place in the
arrangement hierarchy.
during
performance.

Table 1: Overview of examples

After analysis of those works placed as "borderline cases”, it appeared that Brown
was less problematic than first assumed. While descriptions of how to perform the
piece are highly ambiguous, they were found to lead to results that could then be
defined in outline. Since the final performing plan relies on the performer, an
estimate of relevant RABR degrees had to be employed with some latitude.
Investigating Davis revealed that the piece could only undergo this kind of analysis

with certain reservations. This will be discussed further in the concluding section.

The works exemplify all degrees of both RA and BR, except degree 1 of BR. For
illustration of this degree, an instance could be found in Hans Werner Henze's El
Cimarron which uses an ensemble with a singing and reciting soloist. Part of the
material is described as “improvised passage suggested by the curve”. These curves
often have vivid movements, and observed closely, many details must be followed in
proportion to the time limit. They may last 10 seconds or less. In this way the
sight-reading obligation is considerable, yet there is markedly more room for
spontaneous impulses during performance than when following traditional notation.
On the other hand, the situation is much more fixed than in the BR 2 Rasmussen and

Tetsu examples above. One additional example of BR 1 could be playing of jazz
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standard melodies (not free solos as in the Davis examples) which allow for some

free variation and embellishment.

New developments in notation were crucial in the development of the “classical
avantgarde”. Notation devices offering degrees of BR 2 and higher are much more

diverse and versatile than the present small gallery may suggest.*

DISCUSSION AND CONCLUSIONS

The two axes in RABR analysis, Random Access and Broadness and the degrees they
can assume, have now been illustrated by examples. This should make it possible to
gather a concrete idea of how this form of analysis designates the repertoire in
guestion. Being the author, | cannot evaluate the usefulness of the method from the
outside, but it does seem to me that some complexity reduction has been achieved

in distinguishing between the two kinds of openness and degrees of them.

BR is closely connected to the expansion of musical material into all kinds of sound in
classical and jazz avantgarde as well, and the BR perspective in jazz is moreover
connected to an unbroken tradition of improvisation. Looking historically from a
meta-perspective, the emancipation of the individual and human subjectivity since
Enlightenment was an essential background, followed up further by tendencies to
loosen up hierarchies since the nineteen fifties.>* One could say that RA breaks away
from fixed narratives. However, it may be valuable to keep in mind, as
Haubenstock-Ramati can remind us, that a "fixed narrative" is only one limited form
of music structure - the variation form within the classical tradition also extends back

in time and represents diverse elements, each potentially being equally close, or

30) See Bergstrgm-Nielsen ((2002ffA and (2002ffB), categories E1 and E2, for lists of literature
providing examples.

31) Sancho-Velazques (2001) elaborates breathtakingly on several key aspects of this through the
history of improvisation during the nineteenth century and its dependence on social and political
tendencies.
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distant, to a central model. BR breaks away from fixed details - that is, the tendency
in classical music to write "everything" down.** These changes affect what Eco called

the "intellectual authority" of the composer.

The performance focus within music research is still a new one when connected to
music works having a composer.®* Works may be "flexible" in ways that do not affect
performance,*and, to be sure, RABR aspects do not exist in isolation. Yet updates
seem inevitable as to recognising the creative role of the musician, especially within
"classical" avantgarde - not least in order to let a historical heritage come alive by
combining the insights and virtuosities of composer as well as performer roles, even
if more persons start to mix these roles more informally. Research into free
improvisation is a great advance, but free improvisation cannot stand alone, if the
resources of Western experimental improvisation is to be thrown light atin a

comprehensive way.

The RABR analysis proceeds chiefly from an eclectic performer's view, focusing not
only on what the musician can do for the composer, but also on what the composer
can do for the musician! Choices may depend on habits, training and, maybe not
least, on the moment's need for fresh inspiration. Classical musicians wishing for
guidance can for instance keep to the low degrees especially of BR, and improvisors
who will only now and then accept to play a preconceived piece at all also have good
chances with high BR values, avoiding what they might perceive as "invasive" in Fell's

terms.

32) Eco 1989 points out that learned reading practice could involve a "polyphonic" juxtaposition of
different points of view, such as literal, moral, allegorical and analogical (p.5) - an openness to possible
different meanings of the text.

33) Some important works are Miiller (1994) and Storesund (2017). See also the category G3.1 in
Bergstroem-Nielsen (202ffB) which lists some more, recent works of this kind from the growing
literature.

34) Cf. the mutations observed through the different versions of "So What", cf. the various uses of
improvisation described by Polaschegg (2007) and not least how musicians may take over part of the
composers' job (Porfiriadis 2016).
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Overviewing several dimensions was a primary idea for the RABR method. When
both kinds of openness are present, there is a place for the "creative co-creator" in
Gresser's term.>> However, works without segmentation can have a BR value assigned
and co-influence on structure may very well exist even if not measurable by an RA

approach. And works with fixed details can be assigned a RA degree.

Examples can be seen as starting-points for further orientation into the RABR
perspective. One cannot of course generalise from them to the total production of
their authors or conclude from the present article that those mentioned are more

important than others.

Which are the limitations of this analysis form? The method was inspired from
"classical avantgarde" and based on properties which have been important parts of
its development - so important that they seem capable of being generalised as
dimensions. These dimensions embody ideals of equality in creative production and
of performers being able to make radical choices. This set of notions may in principle
differ highly from those of jazz musicians, or of other orally based traditions. As we
have seen, there were reservations concerning Davis, not out of a lack of BR aspect,
but because both training and musicians' place in a hierarchy and its relatively fixed
roles mattered.* This applies to much jazz and to other popular music forms and
must be taken into account. It is imaginable, however, that RA also could occur in
free versions of a piece like the one analysed, determining solos during performance

by cueing or simply by musical action.

35) See above in the second section about backgrounds of the RABR method.

36) The training aspect in sight-reading also matters much in Wolff's For 1, 2 or 3 people.
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Apart from the determination of RA and BR numbers, further matters may be

described for additional clarification:

- Are there few or many RA elements to choose from? This may, but does not alway
have to, affect the degree of RA. However, the situation of having many or few
elements may feel different for the performer. The more elements, the more
specification of possible choices - you may compare the analysis of Wolff: Stones and

Tetsu with very few elements - and Wolff: For 1, 2 or 3 people with many elements.

- How long or short time spans are associated with BR and is the context of other
tasks complex or simple? The shorter the time span and the more complexity, the
more the openness can feel limited for the performer - compare for instance Wolff:

For 1 2 or 3 people with Schuback's piece.

- To which degree does a set of RABR numbers express an average - in other words,
how homogenous or heterogenous are these two kinds of openness during the
performance process and through possible different versions, as observed in the

Stockhausen, Haubenstock-Ramati, Tetsu, Davis and Brown examples?

- If the work requires arranging or decision-taking prior to performance: how do
choices taken narrow down or expand the degrees as observed in the example of

Davis and Brown?

How accurate and accessible is the method? It is based on individual assessment,
although informed by comparative insight. Assessing appears not to be a simple task,
it requires a thorough understanding of the work's functioning, all relevant
circumstances for possible version should be taken into account for the analysis, and
some further comments may supplement the number assignment. There can be no
full objectiveness, as criteria cannot be fully exact and works may present highly

individual properties, and as decisions may have to be taken regarding how to
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understand the directions of a work. It can provide orientation, indicate whether

much or little and in which respect a work is open.

RABR places its systematic focus exclusively on performance and its co-creative
opportunities, keeping its focus on what happens in real time. Being
two-dimensional and operational, it goes beyond vague concepts like "freedom",
"openness" etc. and attempts to make possible an outlook which can be both
comprehensive and specific as required, whether one searches as a performer or a

researcher.

IM-0S, Issue 11, Summer 2023 25



REFERENCES:

Bergstrgm-Nielsen, Carl (1997): Festlegen, Umreissen, Andeuten, Hervorrufen: Analytisches zu den
Textkomposmonen Stockhausens Research Database of Aalborg Unlverslty (VBN).

wwwmcessed 18. March 2015 AIso in: MuslkTexte 72, 1997

Bergstrgm-Nielsen, Carl (1998): Sprog som musikalsk notation: en undersggelse af verbal notation og
dens forudsatninger med saerligt henblik pa Stockhausens Aus den Sieben Tagen og Flir kommende
Zeiten. Research Database of Aalborg Unlver5|ty (VBN)

e@wuhlmlAccessed 18 March 2015.

Bergstrgm-Nielsen, Carl (2002ffA): Experimental improvisation practise and notation 1945-2000. An
annotated blbllography Research Database of Aalborg Unlverslty (VBN)

Accessed 18 March 2015.

Bergstr¢m Nielsen, Carl (2002ffB) Experlmental |mpr0V|sat|on practlse and notatlon Addenda 2000-

9 2 122 -2 1 -11 - - Accessed 18 March 2015

Bergstrgm-Nielsen, Carl (2006): FIXING/CIRCUMSCRIBING/SUGGESTING/EVOKING. An analysis of
Stockhausen’s text pieces. Research Database of Aalborg Unlver5|ty (VBN)

mw%&h;mj Accessed 18. March 2015
Bergstrgm-Nielsen, Carl (2008): The picnic principle. How improvisors co-ordinate their playing of

consecutive sections in open Compositions. www.intuitivemusic.dk/intuitive/08picnic.htm Accessed
9.June 2017.

Blumrdder, Christoph von (1993): Die Grundlegung der Musik Karlheinz Stockhausens. Stuttgart (Franz
Steiner Verlag) .

Bosseur, Dominique et Jean-Yves (1999): Revolutions Musicales (1979). La musique contemporaine
depuis 1945. Préface de Francois Aubral. Cinquiéme édition revue et complétée. Paris (Editions Le

Sycomore).

Brindle, Reginald Smith (1986): The New Music: The Avant-garde since 1945 (1975). Sec.ed. Oxford
(Oxford University Press).

Brown, Earle (1966): Article in English in Darmstadter Beitrage X (Form in der neuen Musik) (p. 57-69).
Mainz (Schott).

Cage, John (1969): Silence. Middletown, Connecticut (Wesleyan University Press)

Chase, Stephen; Thomas, Philip (ed.) (2010): Changing the System: The Music of Christian Wolff.
(Ashgate Publishing).

Cox, Christoph; Warner, Daniel (ed) (2004): Audio Culture: readings in modern music, USA
(Continuum).

Digibib (2015), accessed 4.September 2015: www.digibib.net and searching title (jeux 6) and author
(haubenstock-ramati), including both German and International libraries.

IM-0S, Issue 11, Summer 2023 26


http://vbn.aau.dk/da/publications/festlegen-umreissen-andeuten-hervorrufen(421574e0-9c2f-11db-8ed6-000ea68e967b).html
http://vbn.aau.dk/da/publications/festlegen-umreissen-andeuten-hervorrufen(421574e0-9c2f-11db-8ed6-000ea68e967b).html
http://vbn.aau.dk/da/publications/festlegen-umreissen-andeuten-hervorrufen(421574e0-9c2f-11db-8ed6-000ea68e967b).html
http://vbn.aau.dk/da/publications/sprog-som-musikalsk-notation(7ca6b780-002d-11da-b4d5-000ea68e967b).html
http://vbn.aau.dk/da/publications/sprog-som-musikalsk-notation(7ca6b780-002d-11da-b4d5-000ea68e967b).html
http://vbn.aau.dk/da/publications/experimental-improvisation-practise-and-notation-19451999-an-annotated-bibliography-2002f-pdf-edition(2055da50-2fac-11dc-b148-000ea68e967b).html
http://vbn.aau.dk/da/publications/experimental-improvisation-practise-and-notation-19451999-an-annotated-bibliography-2002f-pdf-edition(2055da50-2fac-11dc-b148-000ea68e967b).html
http://vbn.aau.dk/en/publications/experimental-improvisation-practise-and-notation-addenda-2000(1225daa0-2f1d-11dc-b148-000ea68e967b).html
http://vbn.aau.dk/en/publications/experimental-improvisation-practise-and-notation-addenda-2000(1225daa0-2f1d-11dc-b148-000ea68e967b).html
http://vbn.aau.dk/en/publications/fixingcircumscribingsuggestingevoking(2e318230-4b47-11dc-a457-000ea68e967b).html
http://vbn.aau.dk/en/publications/fixingcircumscribingsuggestingevoking(2e318230-4b47-11dc-a457-000ea68e967b).html
http://vbn.aau.dk/en/publications/fixingcircumscribingsuggestingevoking(2e318230-4b47-11dc-a457-000ea68e967b).html
http://www.digibib.net/

Discogs (2016): https://www.discogs.com/Miles-Davis-Kind-Of-Blue/master/5460 Accessed
6.December 2016.

Eco, Umberto (1989): The Open Work (1962), [Cambridge] (Harvard University Press)

Feisst, Sabine (1997): Der Begriff 'Improvisation' in der neuen Musik (Diss., Berlin, Freie Universitat
1995). Sinzig (Studio, Verlag Schewe). (= Berliner Musik Studien 14).

Fell, Simon H. (1998): Report On The Composition Of Improvised Music No. 4
http://intuitivemusic.dk/iima/shf_rep4.htm Accessed 3.March 2015.

Gresser, Clemens (2010): "Prose Collection. The performer and listener as a co-creator", in Chase, T.S;
Thomas, Thilip (ed): Changing the system. The music of Christian Wolff (Ashgate Publishing)

Gronemeyer, Gisela; Oehlschlagel, Reinhard (hrsg.) (1998): Christian Wolff. Cues. Writings and
Conversations / Hinweise. Schriften und Gesprache. Koln (Edition MusikTexte 005).

Haubenstock-Ramati, Roman (1965): "Notation - Material und Form", in: Thomas, Ernst: Notation
neuer Musik. Mainz (Schott). =Darmstadter Beitrage 9:51-54.

Jahn, Hans-Peter (2006): "Zur Qualitat des Gedachtnisverlusts. Fesseln der Notation", MusikTexte 109,
Mai.

Kohl, Jerome (1981): "Serial determinism and "intuitive music"", in: Serial and Non-Serial Techniques
in the Music of Karlheinz Stockhausen from 1962-1968 (Seattle: University of Washington), pp.227-52.
Also online at International Improvised Music Archive:

http://intuitivemusic.dk/iima/jk_7t.htm Accessed 18.March 2015.

Maconie, Robin (1976): "Aus den sieben Tagen" + "Fiir Kommende Zeiten", The Works of Karlheinz
Stockhausen, p.250-261. London, 1976

Maconie, Robin (ed.) (1989): "Intuitive music" (1971), Stockhausen on Music. Lectures and interviews.
London/NY (Marion Boyars Publishers), 1989.

Meyer-Eppler, Werner (1955): "Statistische und psychologische Klangprobleme". die Reihe 1, Wien
(Universal Edition).

Miller, Hermann-Christoph (1994): Zur Theorie und Praxis indeterminierter Musik. Auffihrungspraxis
zwischen Experiment und Improvisation. Regensburg (Gustav Bosse Verlag), 1994. Part of a series:
Kolner Beitrage zur Musikforschung (Niemoller, Klaus Wolfgang ed.) Band 179.

Nyman, Michael (1999): Experimental Music. Cage and beyond (1974). Sec ed. (with a foreword by
Brian Eno). Cambridge (Cambridge University Press)

Payne, Maggi (1999): The Extended Flute. Booklet to CD NWCR807, Composers Recordings, Inc/CRI
and Anthology of Recorded Music, Inc. http://www.newworldrecords.org/uploads/fileDAQgQ.pdf .
Accessed 22.April 2016.

Polaschegg, Nina (2007): Verflechtungen. Zur Neubestimmung des Verhaltnisses von Komposition und
Improvisation", MusikTexte 114, August. English version: Interweavings.Towards a new view of the
relation between composition and improvisation. International Improvised Music Archive,
www.intuitivemusic.dk/iima/np.htm . Downloaded 31.May 2017.

Porfiriadis, Alexis (2016): Collective Thoughts: a Collaborative Approach To Preparation And

Performance Of Open Form Compositions for Groups. PhD, Bath Spa University, 2016.
http://researchspace.bathspa.ac.uk/9316/ Accessed 17.March 2017

IM-0S, Issue 11, Summer 2023 27


http://intuitivemusic.dk/iima/shf_rep4.htm
http://intuitivemusic.dk/iima/jk_7t.htm

Sancho-Velazquez, Angeles (2001): The Legacy of Genius: Improvisation, Romantic Imagination and
the Western Mu5|cal Canon PhD, University of Callfornla Los Angeles 2001

western- mu5|cal canon Accessed 11.April 2023.

Schwartz, Elliot; Godfrey, Daniel (1993): Music since 1945. Issues, Material, and Literature,
N.Y.(Schirmer).

Storesund, Else Olsen (2017): Open Form — An Expanded Performer’s Role. A Handbook. PhD, Bergen
University (Norway). https://www.researchcatalogue.net/view/147680/160205 Accessed 12. January
2017.

Stockhausen, Karlheinz (1963): Momentform: Neue Beziehungen zwischen Auffihrungsdauer,
Werkdauer und Moment. In: Texte zur Musik. vol. 1, ed. Schnebel, Dieter. KéIn (DuMont), pp. 189-210.

Stockhausen, Karlheinz (1978): aus den Sieben Tagen. 15 kompositionen, Mai 1968. In: Texte zur
Musik IV 1970-1977, ed. Blumrdder, Christoph von. Kéln (Dumont)

Straebel, Volker (1997): Zur Interpretation Neuer Musik. Zwei Gesprache Uber ausgewahlte Werke
zwischen Eberhard Blum und Volker Straebel.in: Positionen Nr. 31 und Nr. 32. Internet edition with no
page numbers: http://www.straebel.de/praxis/index.html|?/praxis/text/t-blum_auf.htm, accessed
25.April 2016.

Sutherland, Roger (1994): New Perspectives in Music. London (Sun TavernFields)

Toncitch, Voya (1970): "Philosophie de la musique contemporaine. Dialectique du son. Contribution a
la recherche", Revue de I'Université d'Ottawa vol. 45 no.2, April June.

Universal Edition (2015). Online catalogue:
http://www.universaledition.com/Interpolation-Roman-Haubenstock-Ramati/composers-and-works/c
omposer/291/work/5884 Accessed 25.April 2016.

Universal Edition (2016). Online catalogue, accessed 4.September 2015:
http://www.universaledition.com/Interpolation-Roman-Haubenstock-Ramati/komponisten-und-werke
/komponist/291/werk/5884

Wikipedia (2015) article "Random Access" http://en.wikipedia.org/wiki/Random_access
Accessed 25.February 2015.

WorldCat (2015). Accessed 4. September 2015

vanced&dbllst 638

EDITIONS AND RECORDINGS OF PIECES ANALYSED AND REFERRED TO;

Brown, Earle: December 1952 from "Folio". N.Y. (Associated Music Publishers, nr. AMP 96 124-3.
Transferred to Music Sales Classical), publ. 1961.

Davis, Miles (1959a): "So what" from LP Kind of Blue (1959), Columbia Records PC 8163 and
subsequent reissues. https://youtu.be/yIXk1LBvlqU Accessed 12.December 2016.

Miles Dauvis, tr - John Coltrane, ts - Julian Adderly, as - Bill Evans, pno - Paul Chambers, b - James Cobb,
dr.

IM-0S, Issue 11, Summer 2023 28


https://www.jazzstudiesonline.org/resource/legacy-genius-improvisation-romantic-imagination-and-western-musical-canon
https://www.jazzstudiesonline.org/resource/legacy-genius-improvisation-romantic-imagination-and-western-musical-canon
http://en.wikipedia.org/wiki/Random_access
http://www.worldcat.org/search?q=ti%3Ajeux+6+au%3Ahaubenstock-ramati&fq=x0%3Amsscr&qt=advanced&dblist=638
http://www.worldcat.org/search?q=ti%3Ajeux+6+au%3Ahaubenstock-ramati&fq=x0%3Amsscr&qt=advanced&dblist=638
http://www.worldcat.org/search?q=ti%3Ajeux+6+au%3Ahaubenstock-ramati&fq=x0%3Amsscr&qt=advanced&dblist=638

Davis, Miles (1959b): "Miles Davis & Gil Evans "So What", (The Robert Herridge Theater - recorded
from TV), https://youtu.be/nGvfBNywa3g Accessed 12.December 2016.
Miles Davis, tr - John Coltrane, s - Wynton Kelly, pno - Paul Chambers, b - James Cobb, dr.

Davis, Miles (1964a): "So What" from "Miles In Tokyo - Miles Davis [Full Aloum 1969]. LP Miles in
Tokyo and subsequent reissues. Miles Davis live in concert. Released 1969 (recorded 14.July 1964).
https://youtu.be/PwSE6e1sQ_c Accessed 29. May 2017.

Miles Davis, tr - Sam Rivers, ts - Herbie Hankock, pno - Ron Carter, b - Tony Williams, dr

Davis, Miles (1964b): "So What" from "Miles In Berlin - Miles Davis [Full Aloum 1964]" LP Miles in
Berlin, CBS S 62 976 and subsequent reissues. Recorded 25.September 1964.
https://youtu.be/s8b5i3YGy9c Accessed 29. May 2017.

Miles Davis, tr - Wayne Shorter, ts - Herbie Hankock, pno - Ron Carter, b - Tony Williams, dr

Davis, Miles/Anonymous (2016): transscription of "So what".
https://www.pinterest.com/pin/487233253407389503/, accessed 6.December 2016. No source

mentioned (but handwriting could point to an edition of "The Real Book")

Haubenstock-Ramati, Roman (1959): Interpolation. Mobile per flte (1,2 et 3). Wien (Universal Edition
UE 13078) .

Hentze, Hans Werner: El Cimarron. Edition Schott, ED 6327 [1970].
milesdavis.com (2016) Official website with videos. Accessed 6.December.

Rasmussen, Henrik Ehland (2010): The Nature of the Notes 2. For an ensemble of melody instruments.
Downloaded 20.0ctober 2016 from www.intuitivemusic.dk/iima/ps.htm

Schuback, Peter (2004): L'Heure du Panurge for ensemble ad lib. Downloaded 20.0ctober 2016 from
www.intuitivemusic.dk/iima/ps.htm

Stockhausen, Karlheinz (1968): Connection (Verbindung). In: From the Seven Days (Aus den sieben
Tagen), Wien (Universal Edition, UE 14790).

Tetsu, Shiba (estimated 1995): Hand Piece (with Memory Function). Downloaded 20.0ctober 2016
from www.intuitivemusic.dk/iima/sht.htm

Wolff, Christian (1964): For 1, 2 or 3 people. Edition Peters, EP 6822.

Wolff, Christian (1969): Stones . Part of Prose Collection, publ. by Frog Peak,
http://www.frogpeak.org/unbound/wolff/wolff prose_collection.pdf. Downloaded 4.May 2015.

% %k

IM-0S, Issue 11, Summer 2023 29


http://www.frogpeak.org/unbound/wolff/wolff_prose_collection.pdf.
http://www.frogpeak.org/unbound/wolff/wolff_prose_collection.pdf.

SMALL NOTES

“I'm a composer, musician and artist specialising in graphic

/\\_ . scores, collaborative processes and improvisation”, Anna
/\\ Murray writes at the social site ko-fi:
:/\\ https://ko-fi.com/annamurray . At her homepage
/\\‘ ‘ https://www.annamurraymusic.com there is a collection of

graphic postcards like those which can be found at the
beginning of this issue.

Deborah Carruthers is another composer featuring
graphic scores on the net. About her score “reading
between the lines” she writes:

It is not a free improvisation.

Structured improvisations provide a framework
to examine ideas, themes, and sound.

See the video at
https://www.deborahcarruthers.com/ under
“More” in the menu.

Ellen Burr, flutist and composer, declares “Ahh... Improvisation is my pride and joy”
followed by considerations of how to teach it - and showcases her “Ink Bops
Improvisational Cards” at https://ellenburr.com/improvisation/
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