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INTRODUCTION

That beauty is not an immediate property of things, that it necessarily involves a
relation to the human mind, is a point which seems to be admitted by almost all
aesthetic theories ... [but] the artistic eye is not a passive eye that receives and registers
the impression of things. It is a constructive eye, and it is only by constructive acts that
we can discover the beauty of natural things.

—Ernst Cassirer, An Essay on Man

MARLBORO, VERMONT, 1968

Improvisation has been at the very core of my own music making through many years of
performances with the Toronto-based percussion quintet, NEXUS. Just before NEXUS
formed as an ensemble, in the summer of 1968, the five members of the group—Bob
Becker, Russell Hartenberger, Robin Engelman, John Wyre, and I—came together at the
Marlboro Music Festival in Vermont to perform the percussion parts in Igor Stravinsky’s
“Les Noces.”

John was the timpanist/percussionist in residence there. During his stay he used some
of his free time to visit the local antique shops in search of unusual musical instruments,
especially bells and gongs. In one shop he found a set of bronze, dome-shaped Japanese
temple bells, which he purchased and suspended in the backstage percussion storage
room. John had been collecting bells of Asian origin for some time and these new acquisi-
tions were to be added to his collection.

After one of the Stravinsky morning rehearsals, with all of the percussion instruments
removed from the stage and arranged back in the storage room, we just started playing
around, having fun and experimenting. We amused ourselves by challenging each other to
play orchestra excerpts and soon we were playfully distorting them in any imaginative way
possible. John’s temple bells came into play for a moment in one of the distortions, the fast
and tricky xylophone passage from George Gershwin’s Porgy and Bess. Of course, the
temple bell pitches were all wrong because the intonation of the bells fell somewhere in
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between the notes of the chromatic keyboard scale, all of which made for a great
outpouring of fun and laughter.

One result of this shared experience was that our friendship increased and a mutual
willingness emerged to go beyond the restrictions with which our musical thinking had
been formally educated. Gradually from that time forward in our music making, “notes”
and technical issues became diminished in importance and joyful expression became more
of a concern.

TORONTO, ONTARIO, 1970

An individual can hear sounds as music (enjoy living) whether or not he is at a concert.
—John Cage, M: Writings ‘67—72

A few years later, Bob and I made a visit to John at his house in Toronto. By that time
John’s bell collection was prominently organized in one room. Each bell was individually
suspended to allow for its sustained ringing. Clusters of small bells were also suspended on
strings of four- to six-foot lengths in such a way that when activated by a push of the hand,
they could swing freely and strike each other for as long as several minutes. In fact, even
after it seemed to us that the ringing had stopped, two bells might later come together,
producing a single delicate sound completely unexpected and out of context, maybe punc-
tuating a conversation and prompting all of us to laugh.

John was completely enamored of the bell sounds, and he would move around the
room playing them while encouraging his visitors to join in. The experience of listening
deeply to the sounds of these bells had a lasting impact on our musical sensibilities, as did
the experience of using our intuition in creating our own musical responses. Two new
conceptual approaches in listening to the bells emerged: there were no wrong sounds,
and there were frequent, but seemingly random, occurrences of what might be called
consonance—a coming together of pitches or timing or resonance. Furthermore, the bell
sounds were fully capable of involving us and sustaining our attention.

Inspired by John’s bells, the rest of us began collecting our own instruments—mostly
bells and gongs. At that time such instruments were to be found only after a considerable
expenditure of time and effort in hunting for them in antique shops. We searched in
antiques shops rather than music stores because most of the kinds of instruments that
interested us had originally been transported to North America by international travelers.
Over time, as estates were liquidated, the instruments had found their way into antique
shops, where they could usually be purchased at relatively low cost.

ROCHESTER, NEW YORK, 1971
If the goal [of music] is to appeal to a certain number of people, there’s a danger of not
being true to yourself. Each person has to present the music that’s true to one’s self, or

there’s a phony aspect to it.

—Russell Hartenberger of NEXUS, interviewed by the author in 1998
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In May 1971, at the prodding of composer Warren Benson, the first NEXUS concert was
presented in Kilbourn Hall at the Eastman School of Music in Rochester, New York. The
stage was filled with our collection of instruments, which had grown to include not only
bells and gongs from all over the world but also our own homemade percussion instru-
ments, and even a few flutes and string instruments. The music in our two-hour concert
was entirely improvised. There were two reasons for this. First, we had collected many
instruments, the sounds of which we were still interested in exploring, even in front of an
audience. Second, every instrument in the collection was one-of-a-kind in its sound
(pitch, timbre, resonance) and there were no composed pieces of music available for our
specific collection of sounds.

The improvisations that occurred in this concert had no preconceived rules or plans.
Every one of the performers was free to play anything at any time. Rather than being a
license to “go crazy,” the absence of a plan was taken as a responsibility to listen carefully
and to make interesting music, just as had been done with the bells at John’s house.

The concert was a great success for NEXUS, though we may not have fully conceptual-
ized yet what we were doing. We were not following the established concert canon, in
which the performer, speaking by proxy for the composer, says to an audience, “Here
are our musical ideas, which are now being presented to you after much hard work and
preparation.”

NEXUS was instead saying to this audience, “We don’t know yet what musical ideas we
will be presenting to you; we’re going to search for them now, right before your very eyes
and ears.” Left unsaid was that there was no guarantee. Even if we were successful in find-
ing and developing our sounds and ideas, an audience might not find them interesting.
Our assumption was simply that an audience could be as involved in the searching process
as we were. Little thought was given to any risk we might be taking.

This approach to playing our music was vindicated when the music reviewer for the
Rochester Democrat ¢& Chronicle wrote, “How [the performers] germinate, grow, then
gyrate a musical idea—from a few fundamental sounds into a sonorous symphony orches-
trated with spontaneous, original composition on-the-spot—is utterly fascinating.”

For the first few years of its existence, every NEXUS concert was completely improvised.
Over time it became apparent to us that the state of mind that existed in our improvisa-
tions could be beneficially transferred to making music in other contexts, notably in
symphonic music and composed chamber music. Such a state of mind has the following
characteristics:

* A deeper knowledge of the instruments and their sound-making possibilities

+ A deeper level of listening—to one’s self and to other ensemble members—focusing on
an acute awareness of the sounds being made

+ A more developed intuitive sense in making appropriate musical responses

+ An increased ability to embrace the sounds produced by others

+ An increased confidence in musical expression and risk taking

The value of our experiences in improvisation gradually became evident to us as time
went by. The musical mind-set that has just been described was easily capable of being
transferred from improvised music to other areas of music performance. In my own situa-
tion it was transferred to the performance of orchestral music.
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YORK UNIVERSITY, TORONTO, ONTARIO, 1973

I have experienced the feeling of becoming the actual sound I have been playing ... the
feeling of literally losing your identity. This is why I don’t think the issue is whether the
music is improvised or written, Bach or Takemitsu. If that kind of thing can happen,
that is music.

—Robin Engelman of NEXUS, quoted in the Toronto Star, March 7, 1982

The fascination with improvised music soon motivated NEXUS to present improvisation
workshops, starting with a week of improv sessions and concerts at York University in July
1973. From that event onward, such workshops were regularly presented by NEXUS,
mostly at universities and music schools. However, a formal pedagogy for improvisation
was never developed.

The workshops were structured very loosely. Normally, NEXUS would first perform a
short improvisation or two on the group’s collection of world percussion instruments and
then selected participants would improvise on the same instruments, sometimes joining
NEXUS and sometimes without NEXUS playing along. Standard orchestral percussion
instruments like marimbas, vibraphones, timpani, and the like were rarely used in the
NEXUS improvisation workshops. The general approach to playing was simply for the
participants, who were usually percussionists—rarely other instrumentalists, although
occasionally there might be a wind or string player—to play whatever they wanted to play.

Around the time of the York University workshops, NEXUS also crossed paths with
Paul Winter and his consort of wonderful musicians, all of whom were great improvisers.
Soon Bob Becker, Russell Hartenberger, and I were performing with the Winter Consort
and interacting with wind, string, and keyboard instruments in the creation of spontane-
ous music, some of it tonal and some completely free form. The transition from our
NEXUS improvisation mind-set—derived mainly from experiences with percussion
instruments—to creating improvised music with musicians on other kinds of instruments
was effortlessly accomplished.

ATSUGI, JAPAN, 1998

Don’t make images: Create meaningful rituals.
Don’t occupy space: Identify with it.

—Frederic Rzewski, quoted in John Cage, Notations

In 1998 I was invited to Japan as a visiting artist in residence at the Showa College of Music
and the Arts near Atsugi, south of Tokyo. Upon my arrival it occurred to me that by
improvising with individual students in their initial session in my studio, it might be
possible to create an immediate personal bond based on the shared creation of music.
I decided to obtain an audiocassette recorder and sound system for my studio so that
I could record improvisations for playback and analysis with each student. Instead of using
bells, gongs, and other non-Western percussion instruments, I decided that we would
improvise on instruments that were not only available, but also of particular interest
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to many of the students. Each student would play on a marimba and I would use a
vibraphone.

For me, this was a big step into new territory. Most of my experience in improvising
with NEXUS had been in playing on percussion instruments—drums, bells, gongs, wood
blocks, cymbals, rattles, and “found” or homemade instruments—most of which had a
clear pitch, but when assembled collectively did not result in any formal scale system or
implied tonality. In the NEXUS scenario, there had been virtually no concern about
harmonic or melodic clashes. Every sound could be quite acceptable in combination with
any other sound.

Almost by definition, the NEXUS improvisations had a certain abstract nature to which
percussionists are no stranger. In fact, part of the formal training of a percussionist in
music schools is in learning to make subtle distinctions between sounds in order to have
just the right sound—say, of a woodblock—for a particular passage in the music. It’s only
a short step to go from such a conceptual foundation to a full-blown acceptance of sounds
alone, regardless of their context, as a basis for the creation of music. This is exactly the
kind of step taken by John Cage in his compositions of the 1930s and 1940s. It was the way
NEXUS came to approach its music too.

But now in Japan we would improvise on a marimba and vibraphone, which are tuned
in the universal chromatic system used for the piano. This opened up the possibility of
new risks in playing harmonic or melodic clashes that might sound unacceptably harsh
compared to the music we hear around us daily. Our improvised music might be contrary
to centuries of accepted harmonic practice in Western music paradigms. Although I was
predisposed because of my experiences with NEXUS to accept the idea that any of those
twelve pitches on the vibraphone could be combined with any other pitch on the marimba
to make music, there was still a specter of doubt about how the music would be received
by the Showa students or even by me. But through all of my doubt and the probable
doubts of the students too, each improvisation proceeded to be realized.

The responses from the students upon hearing the playback of our improvisations
proved to be gratifying in the extreme. Facial expressions were wide-eyed and unbelieving,
provoking ear-to-ear smiles. In NEXUS I had become accustomed to listening to record-
ings of our improvisations, but this was the first time I had observed the power of such
listening in others. It brought to mind memories of listening to recordings of improvisa-
tions that Bob Becker and I had made in the days just before NEXUS was formed, when we
would just gather a few of our instruments and tape record an improvisation. Then we
would listen to the playback in amazement that the music was so engaging for us to hear.

Listening to the playback of each improvisation at Showa was followed by a brief
questioning and discussion about what we heard. “What did you think about when you
were improvising?” “What did you think as you were listening to the playback?” “Did you
notice anything in the playback that you didn’t hear while you were playing?” “Who was
leading in the first part of the piece?” The residency culminated in a final recital in which a
group improvisation was included.

Subsequent visits to Showa in the following years reinforced the perception that impro-
visation—particularly free-form improvisation—has immense potential as a pedagogical
tool, for performers, teachers, and students, regardless of the musical genre or style. It has
also become evident that the experience of playing free-form improvisations is made more
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meaningful for players by the additional steps of listening to the playback of the improvi-
sations and participating in a question and discussion process.

By October 2000 more opportunities occurred in Germany, the Netherlands, and at the
Banff Centre for the Arts in Banff, Alberta, for me to work with conservatory students and
professionals in developing and experimenting with ideas about improvisation.

ROCHESTER, NEW YORK, 2002

In 2002, at the request of the Eastman School of Music, John Wyre and I presented
a weeklong summer course titled Improvisation for All. During that event, a simple
pedagogy for free-form improvisation began to crystallize. The climax of that week was
a wonderful improvised concert performed by the sixteen participants, which not only
confirmed the value of this simple method of approaching improvisation but also inspired
the writing of this book.
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QUESTIONS, QUESTIONS, QUESTIONS!

Creative people know that the quality of their products is entirely dependent on the
quality of the questions they ask. Skillful inquiry includes seeking and trying good, and
then better questions, as well as ongoing answering. This is the most direct route to
understanding.

—Eric Booth, The Everyday Work of Art

WHAT IS THIS BOOK ABOUT?

Creative music making (CMM) is largely the result of an ongoing search for answers to
basic questions:

« Why do I want to make music?
« What is it about making music that I really like?
+ What can I do to further develop the things I really like?

These are questions for musicians who want to make their commitment to music even
more gratifying than it already is. It is the intent of creative music making to provide a
practical method of attaining that end.

It is not uncommon in the education of musicians at all levels for there to be so much
emphasis on acquiring technical skills that concerns about individual expression and
personal fulfillment—the very things that often inspire the pursuit of music in the first
place—are overlooked or neglected.

The kinds of questions that are currently the focus of much attention in learning to
perform music are objective:

« How well do I play my instrument?
+ At what level are my technical skills?
+ What competitive ranking or grading will I receive in relation to others?
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At the periphery, if considered at all, are questions such as:

* What do I have to say (musically)?

* What unique qualities of my musical ideas need to be developed?

* How can my involvement with music be channeled into a lifelong enrichment in the
quality of my life?

For those in pursuit of a professional career in music, especially those in collegiate
music programs, the search for institutional support in the development of individual
creativity through spontaneous and uninhibited music making can be daunting. If there is
an imbalance, it is generally because there are few, if any, courses to be found in the curric-
ulum that have as a sole objective the nurturing of each musician’s individuality through
the reinforcement of spontaneity, introspection, and personal expression in music making.
It is revealing that there seems to be very little institutional awareness of such a void.

WHERE ARE WE AND HOW DID WE GET HERE?

The trend ... from complexity to simplicity, has commonly been hailed as a healthy
return to musical grass roots, as a kind of intellectual and esthetic sobering up.

—Henry Pleasants, The Agony of Modern Music

The idea that music can and should have a profoundly positive impact on our lives has
existed throughout history. The conventional wisdom is that the ability to understand and
appreciate music is an essential component in a well-rounded, liberal education. The study
of music is considered to be an important tool in the development of abilities as diverse as
critical thinking, intuition, motor skills, social skills, and creative problem solving.

It is also widely perceived that the study of music can foster a stable balance between the
rational, logical aspects of our consciousness and the nonrational, intuitive, and spiritual
aspects. It is the formation and preservation of such a balance that is the subject of con-
cern here. Over the course of the last few decades in North American music education,
there have been significant shifts of emphasis that have affected this balance.

In the 1930s and 1940s, with widespread access to radio and electric phonograph
recordings, which are both aural, nonvisual media, more people could listen to music than
ever before. Listening to music was considered by educators to be a skill that could be
developed by everyone through regular practice. For performers, it became possible to
have greater access to the full range of the world’s repertoire of musical ideas.

In the 1950s and 1960s, as visual mass media gained in prominence, the balance of
active listening and active performance skills for music students, from grade school to
conservatory, gradually shifted in favor of performance. In music schools and conser-
vatories, students’ time was increasingly devoted to acquiring and perfecting perfor-
mance techniques. The development of listening skills was increasingly limited to
music theory classes.

By the end of the 1990s, with a profound revolution in technology and communications
underway in computers, the Internet, digital imaging, digital sound recording, and so
on, the education of performers focused increasingly on objective concerns—students’



