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1. Intensive Listening

John Zorn: Forbidden Fruit (1987)  
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Kronos Quartet

2. Thomas Clifton: Music as Heard (1983)

Beethoven: Symphony no. 3, Eroica (1804),  1st mvt.
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Some essential constituents of the musical experience: 

movement
time
space
    form      sound quality
    feeling

Clifton: Music is a certain reciprocal relation established between a person, his behavior and a sounding object. 

3. Lawrence Ferrara: Phenomenology as a Tool for Musical Analysis (1984)

Edgar Varèse: Poème électronique (1954) 
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Ferrara’s five steps in listening: 
  Listen for

1. Everything 


(open listening)

2. Sound as such 

(syntactical meaning)

3. Semantic meaning

(possible references) 

4. Ontological meaning
(relation to lifeworld)  

5. Everything


(open listening)

Ferrara’s phenomenological tactic: 

The listener responds to questions posed by the work. The interpreter discovers that, in the traditional sense of the terms ”subject” and object”, he is now object; the music, as subject, questions the analyst.

Optional extras:

György Ligeti: Atmosphères (1961)
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Coleman Hawkins: Body and Soul (1939)
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Intensive listening: A tool for opening, expanding and deepening 

musical experience

1. Forget about your musical likes and dislikes (John Cage says). Don’t be scared or annoyed by noisy or unfamiliar music. Accept extreme simplicity and high complexity, chaos and order, coherence and incoherence. If you are bored by the music, listen a few more times and see what happens. 
2. Keep alternating  between receptive (effortless, “passive”) listening and deliberate, active observation and description. Always begin with receptive listening, and listen twice before you begin to describe the music.
3. Listen many times (no less than seven, no upper limit). Always begin with the whole and repeat it until you have kind of memorized the entire piece. Divide the music into large chunks before you go down to details. In the end, you will be able to “replay” the music from memory in your mind and to sing parts of it and mimic it with physical gestures. But the process may take time (sometimes weeks, if the music is really unfamiliar).  
4. Use paper and pencil and the marked time of the CD as an aid for your memory. Describe the music in words, drawings and diagrams. You may add transcription. 
Change your deliberate focus of observation (see next page). Use the CD player’s 
search function to go back and forth and re-listen to both large parts and details.

Intensive listening: What to listen for in music (some suggestions). 

Attention can be focused on:

states, events, movements, changes

attacks, gestures, figures, lines, shapes, contours
sheets, layers, surfaces, patterns, textures 
dense / transparent

distinct/ diffuse 
appearing / disappearing
growing /diminishing
rising / falling
approaching / receding
foreground / middleground / background; distance

fusion / segregation of sounds
goal-directed / undirected motion; turning, waving, rotating, undulating 
sensuous qualities, differences

bright / dark



near  / distant
soft / sharp



clear / distorted
high / low



rigid / flexible
intensity, timbre, space

pitch height registers; the entire pitch range from the highest to the lowest audible pitches 
melody, rhythm, harmony, micromodulation (vibrato, tremolo, flutter) 
gliding or stepwise motion, modes, scales, tone bending; noise /  sound / tone
real space / virtual space; resonance, room acoustics  
tempo, tempo changes, time layers

time of being, time of movement, pulse time; relations, tension, balance, swing
synchronization /non-synchronization
space / pulse relation
noise, sound, tone

materials, sizes and forms of sound sources; wood, metal, skin, glass …
voice, words, instruments
mood, expression, emotions
continuity, evolution, process / interruptions, cuts, breaks, silence

expectation / surprise
simplicity / complexity
regularity / irregularity




order / chaos
Intensive Listening – a practical guideline
Intensive listening is repeated listening deploying varied focusing. 

The purpose of intensive listening is: 

- To get the listeners to accept unknown and unfamiliar music as well as familiar music. 

- To sharpen and educate their attention, so that they will gradually hear more and more in the music – layers, nuances, aspects, parts and unified wholes, foreground and background… 

- To make them describe the musical experience in their own words. All kinds of words and descriptions are valid – not merely the musicological terminology. Descriptions of moods, events, images, emotions, stories and dramatic actions are also relevant.

For intensive listening in a group, it is preferable to select short musical quotations (1-3 minutes) so that all the music can be retained in memory. Divide slightly longer pieces (3-5 minutes) into sections to be listened and described separately. Dealing with long pieces or movements, select a well-defined section for intensive listening. This will facilitate subsequent listening of the whole piece.

   

It may be profitable to compare two pieces. Comparison encourages inventive verbalization. 

Ensure the best possible sound quality, so that the music stands forward in its full richness. The sound of MP3-files and other reduction systems does not comprehend the depth, details and nuances of the music. 

As a tutor, prepare the listening session by listening many times yourself, if possible with a colleague. And practise the handling of the amplifier and CD player in the classroom, so that you can play precise quotations without errors. Fumbling with the equipment will spoil the listeners’ concentration.

A basic model for the practical progression of intensive listening in a class 

(to be modified as required) 

1. Listen

2. Listen once more

Talk together in pairs, describe what you have heard.

3. Listen a third time, listening for something your dialogue partner has told you.

Talk together again.

Short general discussion: The tutor asks all groups, collecting their impressions and descriptions on the whiteboard or a flip chart (it is a good idea to keep the results on paper for later use)

4. The tutor asks one clear and simple question
Listen and talk together in pairs. Short general discussion.

5. The tutor asks another clear and simple question
Listen and talk together in pairs. Short general discussion.

6. The tutor asks a third question
Listen (dialogue may not be necessary at this stage). Short general discussion.

7. The listeners talk together in pairs and formulate questions for the next listening. Collection of all questions.

8…

It is important to listen twice before you begin talking about the music. After the second listening, the listeners are qualified, because they can remember the music, and because personal preferences and prejudices are less dominant after a second listening.

It is important to talk together in pairs about the music. In dialogue, everybody is able to find words for his or her musical experience, and nobody needs to be afraid of speaking up.

It is of great value to listen a third time, listening for something your dialogue partner has heard. This enhances attention, stimulates curiosity and deepens the musical experience.

After listening three times, everybody is able to contribute to the description of the music. The tutor asks every single two-person group. A multiplicity of descriptions may come out; expressions, emotions, moods, events, images, dramatic courses of events, and many kinds of musicological description.

Now the path is clear for the enhancement of consciousness and the deepening and refining of the descriptions. Here it is the tutor’s task to present a simple and clear question to focus the next listening. And, when listening again in order to answer the question, the listeners will often hear something else and more, which will be profitable for further listening.

It is continually important that the listeners talk together in pairs before the collection of descriptions and impressions. It is the dialogue that evokes the description. Proceeding to another piece of music, it may be a good idea to change dialogue partners. This creates variation of the descriptions and furthers mutual confidence in the group. 

Later in the progression, when everybody knows the music well, the tutor may skip the dialogue and ask for response from the whole group. Comprehensive and detailed descriptions may be assigned as homework.

    
Allow for ample time for listening and talking.
� Clifton (1983) p. 14 & 22


� Clifton p. 10


� Ferrara (1984) p. 359-360


� Ferrara p. 356





