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Abstract:

Many pieces of contemporary music possess strong affective potentials and image potentials, which may suggest application in new GIM programs. As a first step towards assessment, the workshop introduces excerpts of contemporary music by means of intensive listening: a tool for opening, expanding and deepening the experience of unfamiliar music. This listening experience provides the basis for a discussion of the applicability of new music in GIM.

Music selections:

John Corigliano: Voyage for Flute and String Orchestra (1983)


2’20

Paul Edmund-Davies, flute. The Orchestra of Flanders / Rudolf Werthen

Per Nørgård: Sonora for flute and harp (1981), 4th movement: Calmo e sonore

2’38

Kerstin Thiele, flute. Tine Rehling, harp.

Bela Bartok: In Full Flower, 1st movement of Two Pictures (1910)


2’44

Chicago Symphony Orchestra / Pierre Boulez 

Arvo Pärt: Da pacem Domine for mixed chorus (2004)



1’33

Estonian Philharmonic Chamber Choir / Paul Hillier

Criteria experienced in the cooperation between Ellen Thomasen and Erik Christensen:

Negative:

The music insists too much on itself 
Sudden disturbances 
Incessant tension

Too strong expression or dynamics

Potential irritation
No place to dwell


Positive:

Polyphony



“you are not alone”

Space




“there is room for you in the music”

Repetitions



“you are not getting lost”

Movement and variability


“you are traveling”

Continuity and similarities


“the journey goes on”

Musical quality



“this is an experience of intensity and beauty”

Helen Bonny’s characteristics of Western classical music chosen for GIM:

Fluid and flexible container

Tension and release, creating expectation and suspense

Stimulates flow and movement of the imagery experience

Appropriate variability

Selected particular mood




Grocke 2002: 92-93
Helen Bonny’s essential features 

of classical music:

Multi-layered

Predictable structure with appropriate variability

Dynamic change

Ambiguity and suggestibility

The composer’s creative imagination

Quality of the performance




Grocke 2002: 93-95
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Erik Christensen: 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.
