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Abstract
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Music Theory

By now most scholars are fairly sure of what minimalism is. Even if they may be
reluctant to offer a precise theory, and even if they may distrust canon formation, members of the
informedpublic have a clear idea of who the central canonical minimalist composers were or are.
Sitting front and center are always four white male Americans: La Monte Young, Terry Riley,
Steve Reich, and Philip Glass. This dissertation negotiates with thisa@easdom,
challenging the stylistic coherence among these composers implied by the term minimalism and
scrutinizing the presumed neutrality of their music.

This dissertation is based in the acceptance of the aesthetic similarities between
minimalistsculp ur e and music. Michael Frieddos essay f
central role in the history of minimalist sculptural criticism, serves as the point of departure for
three excursions into minimalist music. The first excursion deals with tltiguef time in

minimalism, arguing that, contrary to received wisdom, minimalist music is not always well



understood as static or, in Jonathan Kramero6s
addresses anthropomorphism in minimalist music, borrovingpm Fr i edds concept
presence. Relying heavily on Adriana Cavarero
expression are explored within and between the music of Young and Reich. The final excursion
deals with objecthood itself, disripg the commonplace that minimalism makes no political or
cultural statements. Following art critic Anna Chave, | argue that tropes of masculinity have been
disguised in minimalist music by the presumption of neutrality. Masculinity, however, must be
reddined with the onset of the 1960s. Following Peter Stearns and Michael Kimmel, | argue for
an austere, isolationist masculinity, whose presumed omnipotence produces an immanent
fragility. Reichds minimali sm i nleypna ¥dungorul ar ¢
account of its recontextualization of American masculinity.

Overall this dissertation is a dissertation of difference. By attending to time, corporeality,
and masculinity subjects too often subordinated within the field of music thedmyould
undermine the stabilizing and homogenizing claims implicit in the stylistic heading of

Amini mali sm. 0O
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INTRODUCTION

This dissertation, which ranges across a variety of approaches to minimalist music, is
united by a commitment to differend®iff erence over recent decaddsas grown to be an
important academic concept; many scholars concerned with social justice and theories of identity
have grown rightly critical of disciplinary approaches that favor the universal, acknowledging
that too oftentiis happens at the expense of those who occupy the margins. Difference has often
been adoptedl explicitly or implicitlyd as a point of focus in order to escape the gravitational
pull of universals. While it will remain important throughout this dissertatiwere are two areas
in which difference serves #seessential point of departure: stylistic definition and gender. A
great deal of ink has been spilled pursuing the definition of minimalism in music, attempting to
identify the essential feature or feds that allow us to identify a minimalist composition as
such. This dissertation will not take up a position in this debate, but instead will argue for
difference in the place of sameness, for an undefined minimalism. Gender will appear throughout
this dissertation both because the analyses below will often incorporate cultural criticism, and
because the question of difference and definition is a question of abstraction, and, as Gayatri
Spivak asserts, fAthe t ho ulgrheworloofthiggdssedadonwili s t he
be more rigorously to pursue the differences within the minimalist canon and to account for them
in terms of the play of gender and difference within society more broadly.

One of the hallmarks of academic work done on matish music has been the attempt to

establish a meaningf ul definition, one which

lGayatri Spi vak, AWhat 1 s Gender ? What i s Eurc
Hirschmann Annual Lecture on Gender and Europe (April 21, 2005), 3. Accessed ¥329/20
http://www.eui.eu/RSCAS/WH exts/200608JHL_ Spivak.pdf



INTRODUCTION

and extends a larger field to which the reader might employ similar methods. Part of the reason
for this impulse was sungthe comparative lack of familiarity with minimalism through the

1980s. Scholars today enjoy the pleasant circumstance of no longer needing to justify or defend
an academic interest in minimalist music, yet the problem of definition would seem to linger.
What began as a scarcely acknowledged radical compositional practice is now viewed as one of
the dominant musical developments of the second half of the twentieth century. While early
scholars were obliged to devote a considerable amount of time to desonibimalist music to

an audience unfamiliar with it, today it is common for undergraduate music students to be able to
identify and discuss at least the most prominent pieces from the minimalist repertoire. A number
of minimalist compositions are nowdluded in the canon of twentiettentury music, and many
preserdday composers, both inside and independent of the academy, produce work indebted to
minimalism.

In spite o or perhaps owing tb this increased prestige, there remains considerable
disagreemetrabout which composers and pieces of music should be considered minimalist.
While most early scholars were faced with the problem of defining minimalism for an uninitiated
readership, the twentfyrst-century scholar is instead confronted with minimalesran
established, though disputed, fact. Nevertheless, it is clear from the diverse character of
minimalist scholarship, from the often contradictory meanings attributed to minimalism by
different scholars, that minimalism a$a#t accomplientails not aonvergence of meanings but
a practical multiplicity. For some scholars, minimalism is a practice that died out almost as soon
as it began, exhausted by its necessary simplicity; for others, minimalism is still amongst the
most vital of contemporary praces, with at least three generations of distinguished composers.

Some critics use the word fAminimalismodo to i

nd



INTRODUCTION

concerns, effectively limited in scope to Ameridaand especially New Yotk composers in
thelate 1960)and early 1970s; others consider mini mal
New Complexity, as a sufficient criterion for definition, allowing a much more diverse set of
composers to share the designation. There is no universally agreedlefnition or
delimitation of minimalism in music, and any study of minimalism in music must take account of
this circumstance.

There are a number of factors contributing to the diversity of definitions of minimalism in
music, but it is surely significant thene term itself easily functions in both a technical and a
colloquial sense. Edward Strickland has enumerated many of the diverse deployments of
Ami ni mal i smo as acentug Emglisilangudgeadiseoursewrelading it tsh in
advertisemet and fashion, and surely every reader in an Engligaking community regularly
encounters both fAminimal o and fAminimali sto us
any specific artor musichistorical context. The more technical definitioraf minimalism, both
in the plastic arts and in music, develop from thecatical discourse of the mid 1960s, when
Ami ni mal 06 emerged as the favorite of several
collection of artists producing cool, resedlyand/or simple work. Those writing decades later on
the art of the 1960s generally agree on a canon of minimalist artists: Robert Morris, Donald Judd,
Dan Flavin, and Carl Andre. Several other artists appear just as often, with occasional
gualifications:Sol LeWitt and Mel Bochner are perhaps too conceptual; Anne Truitt and Frank
Stella are perhaps too subjective or composit

canonically minimalist); Agnes Martin and Eva Hesse are perhaps insufficieotyadrical,

2 Edward StricklandMinimalism: Origins(Bloomington and Indianapolis: Indiana University
Press, 1993). ©6lée.e especially AA, 0 1
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Tony Smithés and Ronald Bladenés work is perh
geographical; Walter de Mariabs work is perha
too dependent upon chance. Music too has canonizedlagroup of minimalist composéys

La Monte Young, Terry Riley, Steve Reich, and Philip Gdagdth quite a few composers

considered occasional, partial, or peripheral minimalists, from John Cage and Morton Feldman,

to Frederic Rzewski, Alvin Lucier, and #Hae Oliveros, to John Adams, Arvo Part, and

Meredith Monk.

If one is going to look seriously at preselay definitions of minimalism, one must first
acknowl edge the essenti al problem the word fim
observmal ismmaiis |ikely to suggest music and
minimalist art and music are supposed to have less of something than expected. However,
acquaintance with the work so termed Tel |l tro
Tortoise, His Dreams and Journeigsboth very long (indeed eternal) and very loud; Carl
AndrLevernvol ves a great numMusicinI?Partthas rathdr a ; Phi l
lot of performers (by contemporaneous avgautde standards), is rhythralty diverse, and is
|l ong enough that it candét even be said to fil
classify all of these works as minimalist.

To begin to understand this we might first consider the phenomenon of expressionism in
music. Fo most listeners it is fairly unproblematic to thinkErfwartungas being both
Expressionistic and highly expressive, but reasonable people could be expected to disagree with
the claim thaErwartungismoree x pr essi ve t han, fHammekaxiea mp | e, B e
Expression, that is to say, is a necessary characteristic of Expressionist music, but is not a

sufficient characteristic. In fact, since so much music can be understood reasonably as
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expressivd some, though not I, would go so far as to claim thasic is essentially
expressivd expression turns out not to be a particularly useful term for defining Expressionism.
Expressionism is the extreme example of a musical epithet that derives its meaning
almost entirely from its usage rather than from fysn®logy. We can observe that
impressionism suffers from this effect only slightly less, and that classicism suffers from it
almost not at all. Minimalism suffers from a slightly different problem. We may be able to think
of most music as expressive whitaining a particular meaning for expressionism, but it is far
more difficult to think of most music as minimal. Even when considering mammoth pieces such
asMusicinl2Parts t i s no great challenge to call to n
complexity in several dimensiodseven if we cannot think of a comparably great number of
pieces that are as long. However, it is still very easy to recollect pieces that are less complex, or
more minimal, than any given minimalist piece. Explaining whyghesi mor e mi ni mal 0
are stillnot minimasti s di f fi cult and troubling. AMI ni mal
two senses: it can designatecamparativepaucity in one or many musical dimensions, and it
can designate membership in a looskfined school of composition known as minimalism.
Especially when reviewing the historical record of minimalist reception, we do well to keep this
in mind. It wi l | not be the case that any use
interest h minimalist music as a school of composition; nor need it necessarily be the case that
pieces included in the minimalist repertoire demonstrate an extreme reduction of compositional
content.
Many scholars and critics who turn their attention to minirhatigsic feel obliged to
resolve this probl em, even i f they donét nece

i mmedi ately c¢clear which pieces are designated
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often exhibit a strong compulsion to pemt more or less rigorous definitions of minimalism in

music. This impulse is at least partially misguided. Because minimalism is (and has been for

some time) a term in common usage, most musicians approach the subject already knowing

fairly well what minmalism means, even while many reasonable people will disagree about what

that meaning is. The tendency then is to set about the task of proving an assumption. This is not

to say that one cannot talk at all about definitions; on the contrary, it is estestiwe
understand each otherds assumptions about wha
to systematize logically the structure of the definition; that is where some scholars begin the
impossible work of proving the axiom.

The position adpted in this dissertation is still more radical than the refusal to adopt a
single definition of minimalism. Instead of allowing that there may be multiple correct meanings
of the word Aminimalism, 0 each made coherent
characteristics, | will adopt the tautological position that minimalism is best defined as that
which is minimalist. Within this framework, there is no unifying minimalist characteristic; any
two minimalist compositions may share certain compositionhhigaes or aesthetic qualities in
common, but they may not. Thus the objective of each of the preceding analyses will not be to
establish whether or not a given composition or composer is minimalist, but to understand how it
relates to other minimalist adgjts, through attending to difference.

Although | very rarely have occasion to cite him directly, Gilles Deleuze, especially in
his Difference and Repetitigmas had a considerable impact on how difference is incorporated

below?l n Del e uz e éwritingsathel vgry possibility of sameness is treated with

3 Gilles DeleuzeDifference and Repetitignrans. Paul Patton @ York: Columbia University
Press, 1994).
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suspicion, and when sameness is admitted to, it is derived from a foundational difference. To do
this, Deleuze must argue not only that no two things are authentically idéndicaasy enough
proposition to accept, since even exact factory replicas occupy different spaces and are
composed of different ato@sbut he must also argue that each thing is internally different from
itself. One can never enter the same stream twice. By extension, deeendé is different from
difference, since a horse, for example, is always different from itself, but it is different from a
cow in a much different way. Minimalism will be treated with this in mind. There may be wide
gulf between Glass and Boulez, fomexple, but this will not obscure the difference within
minimalism, between Glass and Reich, but also between one Glass piece and the next.

The analysis of the role of gender in minimalist music will be heavily influenced by
feminist theory particularly the work of Gayatri Spivak, Anna Chave, and Adriana Cavarero.
Deleuze, it should be noted, was not a feminiiere is some debate as to whether his
philosophy is even sympathetic to feminfébut his insistence that difference occupy the
privileged epistemiogical position is transparently useful for feminists, so long as one takes
care. For caution | will look to Gayatri Spivak for inspiration. Spivak does not thematize
difference to the same extent that Deleuze has, but it nevertheless remains an cpeicpte
within her work. Much of Spivakés work grows
the conceptual incapacity adequately to account for difference. In part because the staggering
diversity of reality always escapes the necessary géyerblanguage, all inquiries must begin

with what Spivak variously refers to as mistakes or errors: structural decisions made in order to

4 For differing perspectives on this issue, see ElizaBetsz, Volatile BodiegBloomington:
Indiana University Press, 1994), and Rosi Braiddt@nspositions: On Nomadic Ethics
(Cambridge: Polity Press, 2006)
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begin an argument that are not only unverifiable, but to some degree inaccurate. This
deconstructive stance affetk® present study in two important ways. First, as we will see
underlined in our discussion of the emerging definitions of minimalism, in order to define what
minimalism is we must already know what it is. (This is verified by the historical record.) By
extension the homogenizing effects of a stylistic category such as minimalism are to some
significant degree illusory. We know that a given set of compositions is minimalist, and there is a
tendency to infer from this that these pieces therefore share sommeon discoverable feature.
The decontructive beginning acknowledges the error implicit in identifying minimalism; in order
to talk about this historical body of work we must have a concept to unify it as an object of
study, but the act of unification iggtifiable only on a pragmatic basis. This does not mean we
are wrong to talk about minimaligmfar from itd but only that we must take account as best we
can of the fAmistakeo of naming.

The second, more ethically pressing site to observe this sort diizimtiamistake is in
the arena of gender. Amongst the original battlegrounds for feminism was (and regrettably, often
still is) the pernicious belief that women are inferior to men. But while this notion has been
largely quashed in progressive, informedistyd at least to the point where expressing belief in
the superiority of men is rather seriously tababroader notion, of which it is merely a
particularly corrosive representative, too often goes ignored. This is the notion that women are
united not intheir difference from men, but in their similarity to each other. Most progressive
feminists, Spivak amongst t hem, reject this
generally deconstructive method, however, we must acknowledge the fournsdiagenof

naming women as such (as well as naming men), an act which must to some degree essentialize.
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The structures of our language compel essentialism, so we must use language strategically and
cautiously.

Although this dissertation will natndertakdo resolve the different practical and
theoretical definitions of minimalist music and artiato icorrect 06 for mul a, it
foundational an at least partial correspondénperhaps most safely expressed by the term
Ar el atd betweemaany smimalist practice in the plastic arts and in the musical arts. The
milieu in which minimalism developed was one of close contact between musicians and other
artists (in particular sculptors). Terry Riley and La Monte Young worked together with Robert
Morris (who also constructed a gong for a La Monte Young performance), Walter de Maria
initially secured housing for Young in New York, Richard Serra and Sol LeWitt performed with
Steve Reich and purchased Philip Gbtasso6s manu
performances took place either in loft spaces or art galleries and museums, attracting crowds that
were shared with or borrowed from the plastic arts; minimalism followed in the young tradition
of New York avardgarde music in this respect, with compassattracting crowds composed of
sculptors, painters, dancers, and filmmakers more often than of musicians. These facts, however,
can lead in two directions: on the one hand, the shared circumstance may recomitiénchhrt
terminology to music critics ore on the grounds of a shared discourse than of any significant
aesthetic similarity between the two disciplines; on the other hand, that same shared
circumstance may reasonably be expected to foster a shared aesthetic commitment between
closely associatt scul ptors and composers. As a preferrt
staying power for the corresponding plastic and musical movements suggests, but cannot
definitively confirm, that at least part of the conditions of the latter case have beemdet,

indeed one could go so far as to assertdbateaesthetic correspondence between minimalist
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plastic art and minimalist music is selident. However, rather than taking either of these
possibilities to be foundational, it is the hope of the cumattior that the work presented below
will support the latter thesis: by discussing and detailing the connections between minimalist
music and minimalist sculpture and painting this dissertation will provide evidence of aesthetic
and conceptual crogmollination.

Because the bulk of the influential criticism written on minimalist plastic art centers on
sculpture, we will only on occasion discuss minimalist painting. With a few notable exceptions,
minimalist plastic art tended toward the thtBmensional, een in the case of painting, where
wide stretchers became the norm. As we will see, the minimalist critical bias toward three
dimensional art was largely based in a desired break from the recent artistic past. Sculptors
Donald Judd and Robert Morris werarficularly explicit about their desire to wrest artistic
practice from the legacy of cubism. In many cases this impulse manifested itself formally, as
sculptors deliberately eschewed anything that might be mistaken for an artistic formal decision.

In artcritical terms, we can express the formal innovations of minimalism as a preference for
arrangement over composition, for wunity over
over reason.

Since the adoption of t hmemalistonugic ard@ert wasanal i st
relatively early accomplishmeht1965 in art criticism, 1972 in music criticism, though both of
these early uses of the term are rather ambiguous, as we will se@ miowusical focus will

be on early minimalism (roughly frod®60 to 1975). For ease of understanding, we will follow

10
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Keith Potter in generally using the terms fimi

period, -mamd mapostmdonamal opdbesr simil ar®

out put w
The openig chapter of this dissertation engages the history of the reception and
definition of minimalist music. It therefore differs from most historical accounts of minimalism
by attending only very little to events of the 1960s. The most influential writinggr@malism
date from 1972 or later, beginning with the critical writings of Tom JohnsdherVillage
Voice foll owed by Michael Nymanbés advocacy for
transl ation of Wi m Mert ens 0 soadercacallemic publicioduce m
the early 1980s. Even with the arrival of monograph studies on minimalism in the 1990s and
2000, authors remained preoccupied with identifying the common features that would allow their
readers to identify a minimalist compositi@hapter 1 explores and challenges these definitions,
offering a critical look at the academic history of minimalism.
Performing similar work with the reception and definition of minimalist sculpture would
greatly distend the second chapter of this diatiert. Although minimalist music has waxed in
popularity amongst scholars in recent years, the body of literature on minimalist music is still
easily dwarfed by the collection of publications on minimalist sculpture. While music critics and
scholars weretdl showing reluctance to accept minimalism into the canon, art historians were
beginning to position it aheimportant development in American art of the second half of the

twentieth century. This is surely in part owed to the general reluctanceafatdemic music

community to endorse the most recent developments in our field, but it also reflects American

® Keith PotterFour Musical Minimalists: La Monte Young, Terry Riley, Steve Reich, Philip
Glass(Cambridge and New York: Cambridge University Press, 2000), 16.

11
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plastic artdéds unique relationship to narratiyv
between minimalist sculpture and theories of moiden and postmodernism.

When the words fiminimal o and fAminimalisto
critical lexicon of 1960s, it was in large part in reaction to the realization of Americn art critic
Cl ement Greenber g6s opmleeductvity ofadvasiced rmodesinis.i ng t he
Richard Woll heim first brought the expression
article of the same name, although he did so in what seems to have been complete ignorance of
actualminimalism, writinginstead on the development of abstraction and the -@zade®
Barbara Rose quickly adopted the expressiamongst several othérdo describe the rise of
the cool in advanced American art, as artists turned increasingly not only toward formal
reduction, it toward emotional and expressive reduction as WEdich of these articles testifies
to the fact that while minimalism itself (as it is retrospectively understood) may have been a
radical practice, reduction was approaching ubiquity, and had beenstoiagsome time.
For Greenberg, this is a story of gradual formal reduction, and many critics lookup upon
mi ni malism as the | ogical next step, or even
vehement and public objections. Many subsequetits; in particular Hal Foster, have argued
that minimalism also serves as the initiation of postmodernism in art, an issue Chapter 2 will also
examine.

For better or worse, the ideas that have come to dominate the reception of minimalist

sculptureinte 1960s are those of Michael Fried, espe

*Ri chard Wol | hei nvinimal Mri, edi Gregdry BAticdck (Mew iYark: E.P.
Dutton Co., 1968), 387399. Reprinted fromArts MagazineJanuary, 1965.

'Bar bar a Ros e,Minimal AR edCGreyoryt Battcock etc. 27207. Reprinted
from Art in America(Octobef November 1965).

12
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Objecthood. 0 Friedbébs own aggressive dislike f
and yet it as much the admires as the detractors who have adopted his argtineentpastant
contemporaneous critique. This curious circumstance suggests that while many advocates for
minimalism have dismissed the conclusions drawn by &rimdst specifically that minimalism
poses a dire threat to the possibility oBathey have found hisbservations and arguments
compelling. This dissertation follows in this tradition, offering some sharp criticisms (especially
where gender is concerned), but making use of this important document, rather than allowing its
flaws to render it useless. Thiral three chapters of this dissertation extend from important
points in Friedbés argument.

Chapter 3 will take as its subject the mat
often long durations and its slow rates of change have led many crititseami$ts to comment
upon the time of minimalism, with authors often going so far as to associate minimalism with the
contradictory condition of temporal stasis. F
might strike the reader as somewhat ssmpg, since sculpture, whether minimalist or not,
usually does not change over ti me. Friedbdbs <co
with the process of perception as it relates to form, and consequently are not entirely dissimilar
to the quesbn of time in minimalist music. In order to explore this connection | rely principally
on Jonat hdheTikKe ohMusjaviiich has laid important groundwork for discussing
the relationship between musical form and the perception of musicdl fiftex several

analyses, Chapter 3 will conclude with a few comments on the connection between form,

8 Jonathan Kramef he Time of Music: New MeaningsewW Temporalities, New Listening
StrategiegNew York: Schirmer, 1988).

13
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process, production, and reproduction, suggesting a matrix of concepts closely related to gender
which must be traversed with caution. Many of these threddseamerge in Chapter 5.

Chapter 4 will take the space of minimalis
entails the encounter between the viewer and the sculptural object. Every such encounter
involves a spatial relation between two or mordies. For Fried this simple necessity is the
strongest evidence for minimalismds theatrica
encounter is not identical with the art object itself, but instead relies on the particularity of the
viewing subject and the space in which the encounter takes place. We can observe that
relationality in minimalist art i s present in
the category of interest: interest, borrowing from Hannah Arendt, is a furdtieration, of
inter-est® Adriana Cavarero, a feminist philosopher whose work draws upon Arendt, has
developed a theory of human relation that derives from the voice as an indicator of human
uniqueness, pointing out that the relational encounter imaatly about the presence of two
generic things, but about the presence of two unique and distinct people. This characterization
poses a serious challenge to Friedébés theatric
Cavar er ods worecanillongirate ounundetstanding of vocal presence in
minimalist music.

Finally, Chapter 5 will look at the bare material qualities of minimalism in sculpture and
in music. Fried hinges his reading of minimalism on the claim that a minimalistuseuip
merely an object, that it fails to make the transcendental leap into art. The material status of

minimalism soon becomes accepted wisdom, with postmodern critics such as Foster using

® Hannah ArendfThe Human ConditiofChicago and London: University of Chicago Press,
1958), 182.

14
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Friedbdbs critique to f or e cdsedsadngdimininpabss.By bi | i t vy
focusingon CarlAnd&@dand by reading Steve Rei &dlwéwill musi c
bring the orthodox reading of minimalism as objectively neutral anerefenential into crisis

with the i mpl i catAnodnrse owsi twhoirnk Roefi cah 6rse faenrdent i al
sceneoflate ndustri al | abor politics. From here we
feminist reading of minimalist sculpture in order to refine a reading of Andre and Reich to

understand thelabor politics in terms of masculine gender performance.

Overall this wildl be a dissertation on dif
tend to have a cohering effect on our perception of music, which must overall be understood as a
usefulthing. Because we can conceptualize a group of music as minimalist we have the ability to
theorize its relation to the flow of history.
it also tends to erase incoherence, obscuring internal differbgéegosing a unifying term,
and incoherence is surely just as important to our experience of music. This dissertation will look
closely at the different ways coherence has been imposed upon the group of musicians most
often brought under the heading ofhimalism, but | dedicate most of its pages to pulling apart
this coherence, looking at how minimalist compositions differ from one another, and how they

differ from the general image of minimalism as blank, static, and neutral.

15



CHAPTER 1: DEFINING MINIM ALISM IN MusIC

Because the central aim of this dissertation is to compare minimalist works in different
media, it is necessary to address the question of what minimalism means. To begin this work we
will examine the historical record, in order to underdtaoth how the term arose and how the
composers we now think of as minimalist were initially received. From here we will have a
better capacity to engage more recent scholarly definitions of minimalism. These later definitions
are more frequently at oddsth one another, but it will not be the work of this dissertation to
resolve these contending claims. Indeed, we will take as foundational the proposition that a

precise definition of minimalism is desirable neither for our present interests nor generally

THE EARLY RECEPTION
Both Keith Potter and Edward Strickland have looked closely at the historical origins of

the application of the word minimalism to music.

1Strickland | ocates in Barbara Roseds WiA B C A
music as Amini mal o when she includes Morton F
of various media engaged in the minirZaitgeisPfRoseds articl e, though,

serious discussion of music, and certainly not at an attemptablish categories for specific
musical styles, which | eads Strickland correc
foreshadowing than as a terminological origin. Instead, Potter and Strickland both agree that

Village Voicecritic Tom Johnson, in197%i t he first to use the word

! Keith PotterFour Musical Minimalists: La Monte Young, Terry Riley, Steve ReidlipPh
Glass(Cambridge: Cambridge University Press, 2000), especialyRdward Strickland,
Minimalism: Origins(Bloomington: Indiana University Press, 1993), especiallyi 283.

2 Edward StricklandiMinimalism: Origins 241.

16



DEFINING MINIMALISM IN MusiICc

classification. Potter also points out a review published in 1968 by Michael Nyman entitled

A Mi ni ma b StNtlkland doés not seem to have been aware of this admittedly obscure

articled but rightly noteghat there is no useful correlation between this early use of the term and

its current categorical meanidig. Nymanodés 1968 article is by no
Richard Woll hei mds fAMinimal Art, 0 but aczkhe t wo
of interest in establishing or delimiting any sort of stylistic school. Nyman does not elaborate
explicitly on why he titled his essa9frdimMi ni ma

The Fugs to Cornelius Cardew to Charlotte Moorman and NamBaik suggests an affinity

with Bar Zeigessts Rosed®f fAmini mal. o0 The strongest
AMiIi ni mal Musico to other discussions of minim
the specific musical selectionsoreemy br oad aesthetic similaritd.

interest in the theatricality of each of these performers, and the necessity of that theatricality for

their success. In this instance Nyman identifies the same development in the production of
culturehat Mi chael Fried analyzed in AArt and Ob]j
where Friedisndtl n any case, Nymanodos early use of the

coincidental relationship to what is now termed minimalism in music.

Another criticfromwh om A mi ni mal i smo does not quite a
critic for The New York Times who wused the phrase fAminimal ar
compositional practice in 1970: AWith a singl

3Mi chael Ny ma ni cThéBpectata®2all732M{rrsday 11 October, 1968), 518
519.

“Mi chael Fried, n AArtand ®bjedthoQub Essaystand Revid@sicaga: n
University of Chicago Press, 1998) 1482.

17



DEFINING MINIMALISM IN MusiICc

taking hi s mini mal art as far as it cah be taken
Henahanodés propensity for puns, however, as we
to determine whether his use of this expression is strictly deseripigrisive, allusive of art
criticism, or an attempt at <categorization. S
extended Roseds analogy [of mini mal art] to m
specifically denominative mannét lt is also worth noting that a year earlier Henahan aligned
minimal art with Webern and nonrepetitibhlenahan, who was generally dismissive of
minimalism in music, seems uninterested in establishing a rigorous theoretical reading of any
sort of minimdism.

In 1970 Nyman conducted an interview with Steve Reich (published the next year) in
which the two briefly discuss possible termin

thatpoinfRei ch expresses a preferemciep bloxeh mwsi di.Ld

musi co comes from a Don & Imistekentyarotherwise referste w, i n
all of Reichds output with the title of a sin
compelled to distandgahde8el bexpemi wentalidavna
which ar®®Nydheadluged the word fAmini mumd in rega

materials, but it is clearly used for convenience of description, and does not appear in the brief

*Donal Henahan, ASteve Reiusch cPrae¢s &ilgyevhhe g ma o
York TimegMay 9, 1970) 15.

6 Strickland,Minimalism: Origins 241.

'Donal Henahan, fARepetition, ElectrohheNewl |y Ai
York TimegMay 28, 1969) 37.

8Mi chael Ny man, QGilSa $#w MasicdkeTimed#i2, noP1b37 (March, 1971)

229 231. Nyman indicates in his brief introduction that the interview was conducted in the

summer of 1970.

Mi chael Ny man, RSt eve Reich, Phi l Gl ass, 0 22¢
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discussion of categorizatid® The Nyman interview is also important as an early instance of
placing Young, Riley, Glass, and Reich in an exclusive category, though Nyman proffers no
generic epithet; they are |inked through a th
subsequenExperimental Music
One generation after Cage, they have replaced silence by a completely unbroken
continuum, improvisation and indeterminacy by freedoms within severely circumscribed
limits, and the multsensory experience with a completely new experiehtee, largely
by building their music against constants. LaMostig| [Young uses drones, Terry Riley a

fixed pulse and tape loops, Philip Glass movement in parallel motion, and Reich himself
unvarying dynamics, pitch and timbte.

Nyman includes in hibrief description of this new phase in avgarde music his countrymen,
Maxwell Davies, Birtwistle, Goehr, and Cardew. However, the canonical quartet of American
minimalists (not defined here as such) are alone amongst th€agstAmericans Nyman lists

Richard Foreman also explicitly discusddsowever briefly Young, Riley, Reich, and
Glass as composers sharing a common aestR&areman is principally interested in making a
compari son between the films of Mioashommdnt Snow
briefly on the connection between mini mal art
establish a negative example. Foreman makes the unusual argument that Glass and Snow express
a connection to a sort of background Spirit (a concept whadbdsely appropriates from the
philosophical writings of G. W. F. Hegel); for Foreman, minimal art contrasts with his
conception of minimal music by being fundamentally nihilistic. Other composers are included

only in a parenthetical aside as also talpag in the aesthetic project Foreman attributes to

OMi chael Nyman, fASteve Reich, 0 230.

1Michad Ny man, fASteve Reich,o 229,

2Ri chard Foreman, A C Writings gnuGdass: ESdays,dngerviaws,d S no w, O
Criticism, ed. Richard Kostelanetz (New York: Schirmer, 1997),780 Repreinted fronArts

Magazined4, no. 4 (February 1970), 222. Page nmbers are taken froRVritings.
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Glass and Snow. The only composers listed are Steve Reich, La Monte Young, and Terry Riley,

which by no means indicates exhaustion of a s

Jacobs, Joyce Wieland,riie Gehr, Hollis Frampton; and also Yvonne Rainer in dance, Ken

Kel man and [Richar Foreman] in theater. o
Tom Johnsondés first critical use of the wo

Nymanés AMini mal Music, 0 fr otucierandadivin liucef’e on S

Johnson does not make any attempt here to cat

or their art (musical or, in Mary Lucierbs c
Ami nimal 0 in tRrissrapti vlee iAMipumal py Gdppears
articlebés title, applied not to music itself
Lucierds pieces were visual, Maryds entirely

describe miniral use of imagery, Marshall, whose piece as described by Johnson seems best to
fit any current definition of minimalist music, was apparently included in the discussion only
because he took part in the concert under review.

Only one week later Johnson gished a column on Philip Glass, using the term
Ahypnoticdo rather than Aminimal o6 to describe
music] is highly repetitious, and employs a consistent texture, rather than building or developing

in traditionalvay $Tbe word fAminimal o does not appear

BRichard Foreman, AGl ass and Snow, 0 85.

“Tom Johnson, @dMoé iMinniAmpalr o%lchw Al VlheWoiteuci er
of New Music: New York City 1972982 (Eindhoven: Het Appolohuis, 1989),133. Originally

printed inThe Village VoicéMarch 30, 1972).

BTom Johnson, #@APhi | iThe V@de afNewdMusi@S85vOrigimallyt s, 0 i n
published inThe Village Voic€April 6, 1972). Johnson briefly discusddsisic with Changing
PartsandMusic in Twelve Parts
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t hat same year that when Johnson used the wor
composers now considered canonicallyaimini mal
column entitled ALa Monte Young, Steve Reich,
advocated for the adoption of the term Ahypno
composers® Indeed, in what may be the earliest published pieceitafism to deal extensively

and exclusively with these four composers under a single rubric (Frederic Rzewski, Philip

Corner, David Behrman, and Gavin Bryars, though similar in important respects, are all excluded

on various grounds), Johnson introduceelitht e r m A mi ni mal 6 only to sug
both more accurate and more useful: AOHYypnot.
because it comes closest to describing the effect that it has on the listener. The music never
entertains or stimates in an overt way. It simply lulls, hypnotizes, and draws him into its

world. o Johnson did not, as Strickland sugges
generaly’J ohnson used Ahypnoticd to referato a pa
purely technical phenomenon: Aminimal 06 indica
[ Youngbs, Reichoés, Rileybs, and Glassds] piec
the first few minutes usually define a specific kind of music, aade¢mainder of the piece will

not depart v é&Mipimd music usas a mnirhahaabuntdf contrast, relying for its
content on those el ements which are introduce

and beyond these minimal quatifat i on s, al so Alull so and Ahypno

%Tom Johnson, ALa Monte Young, SThevVacedei ch, T
New Musi¢ 43 45. Originally published iThe Village VoicéSeptember 7, 1972).

17 Edward StricklandMinimalism: Origins 243.

18 This and subsequent quotationsiro Tom Johnson, f@dlLa Monte Youn
Ril ey, Philip Glass, 0 45.

21



DEFINING MINIMALISM IN MusiICc

When we consider the infrequency with which Johnson used either of these
designationd hypnotic or minimad over the next few years we are forced to conclude that it
did not strike the critic as particulg important whether one called this music one thing or
anot her . Bet ween AlLa Monte Young, Steve Reich
New Reich: Steve Reicho i n ThKeV¥ibage Voiceleaimgyon wr ot
directly withtre canoni cal four minimalists, using the
variations) and fAhyPdohnisod doley,a hosiweglee ,t ume
describe Eliane Radigueds spare, seredale el ect
mi ni malism onl y i%athé term reappears agairain aesurven drticléto
designate one of the many compositional approaches available to modern cotpwsers.
di scussing Charl emagne Pal estiim etbhse m afippee rph apcse
most severe form of musical minimalism | have yet encountered. Sometimes it is difficult to hear

whet her the soun®Pahestchaadagingcalt ahd.piano

YAHypnoticoO appears not as a stylistic design
AThose performances, with their hypgatic qual
things for the I|istener and his soul.do I n Tom

The Voice of New Musi@33 136. Originally published iffhe Village Voic€August 1, 1974).

The other articles in question are also found in Tom Johii$® Voice of New Music i Ter r vy
Riley Returng$74 o Aporniall it 2,, 01 97R23) ; A6il7eh CO6 i n C
( May 3, 1973); nNnSteve Re9chMayi 24, oL?73Iwo WATI
Young Diary: Feb. 1968 une 1998 @ulya6891973); APhilip GI ass
12661128 (June 13, 1974); AA ilAp rNMdn t1@IAupaSg 3Mi ar
1974).

®Tom Johnson, @AMini mal WNeetVace of ldw:MusiEDl72ane Radi g
Originally published inThe Mllage Voice(March 29, 1973).

2l And we are not dealing with the evolution o
new directions at once: maximal approaches, minimal approachesccwsst u r a | approac
Tom Johnson, fNeWelMuwsThaVoicedof New Mugi¢0d $08.

Originally published inThe Village VoicéJanuary 3, 1974).

2Tom Johnson, fACharl emagne Pal e$heVaoceafNe®l ectr o
Music108 111. Originally publishes ifithe Village VoicdJanuary 31, 1974).
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report, shares this subtle yet stubbotatrenship to change, suggesting that the epithet

Ami ni mali smo applies just as well to the rest

—

hese uses is consistent dwist lditsheée nemnd t@id otma i diy

out iMoniilea Young, Steve Reich, Terry Ril ey, Ph
In an article on David Behrman (whom Johnson had only a year ago denied membership

into the fAhypnotic school 06), Johnson again wr

i mi ni ma P8lowsverstihogh. minimalism has demonstrably grown in importance and

coherence by this point in Johnsonds criticis
mi ni mali smés future but to announce the begin
the summerofte next year in a review of a performan
Music for Eighteen MusiciaddEven i n these eulogies Johnsonos

must be distinguished from a definition of a style or school. The minimalism Johnson see

passing out of New York avagirde music is not the specific stylistic or aesthetic practice of

Young, Reich, Riley, and Gladshypnotic musié but those technical features termed minimal

in his earlier article on hypnotic music. Johnson lists, in additchis four hypnotic composers

and Behrman, Sergio Cervetti, Rhys Chatham, Harley Gaber, Charlemagne Palestine, and Laurie
Spiegel as prominent examples of those composers who were in the process of becoming post
minimalists, of having moved beyond miraitism in favor of increased event density, change,

and content. ('t is noteworthy however that J

well with important changes identified by Potter as the beginning ofrpiosthalism.)

ZTom Johnson, fdDavi d B e HheWaice of Néw Mu§ids@15%B u mmar y ,
Originally published inThe Village VoicéDecember 30, 1974).

2Tom Johnson, f@dThe Ne Whe Roice af New MGste8Ai&. Rei ch, 0 i
Originally published inThe Village Voic€June 9, 1975).

23



DEFINING MINIMALISM IN MusiICc

Her e J o h n s anmférenimal musd eqwttermed minimalisi@ is still in the
strict, adjectival sense: music with a minimum of content or incident. Though he may be credited
for introducing the term to musaritical discourse in America, it is clear that he used the term
nether to designate a specific set or school of composers nor to indicate a distinct aesthetic
phenomenon, but instead to discuss one compositional tendency amongst many. We will see
below that many presexfay authors feel compelled to explain why muchrmoglern or non
Western music is not minimalist; in Johnsonods
since minimalism is a question solely of technique and content.

Since our current study focuses on minimal music from 1965 to 1975, it istanptar
understand how Johnson, as the first critic t
minimalism. We have seen the genesis of his use of the term, but his work that precedes the word
itself also sheds light on what this word meant for Ritough Johnson did not begin using the
word fAminimal o critically wuntil Mlde \Gllage o f 1 9 7 2
Voice published in Decemberof 19410 o k as it s s DunnengbapicBdtieen e Re i
recently completed ancbw frequently dubbed minimaliJ ohnson remar ks on tF
joyousness andwarmdht er ms surely new t o0 aswdllasiomthes m of Re
changes in Reichés work that inspire this cha
work, the music moves ahead very gradually, one subtle little shift at a time, but the shifts are
less predictable and more interesting than in his tape pieces, where machines are often in

cont?®Joolh.ndson al so remar ks that duwtr ¢&d rsidnmitrhged n

Tom Johnson, @Steve TH&odice oflev MudRs A7rdnigimallyd , 0 i n
published inThe Village VoicéDecember 9, 1971).
®Tom Johnson, fASteve Reichds O6Drummingd, 0 26.
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is that it achieves a human quality which 1 s
there was a lot of amplification going on, the volume was never uncomfortable, and the effect
was not as dependent on electronics as muckedfR h 6 s “mMusi c i s. 0O
Johnson appends a brief postscript to this article when it is reprinted in his collection of
criticism:
ADrummi ngo mar ks the real beginning of Ste
marks the real beginning ati¢] my tenureat the Village Voice, and this was probably the
first occasion that any of the minimalist composers were taken seriously by any of the New

York press. Many things were beginning, and it is appropriate that these paragraphs should
now be the beginning oftaook as welf®

Here we can see that much of what we are treating in this dissertation as the core of minimalist

composition is considered by Johnsexpostfacto t o be Rei chds juvenil i :
The claim, made over a decade and a half after the article igasady written, that

J o h n y/iaged\®icereview of Drummingwas the first serious critical acknowledgement of

minimalism, is contradicted by the critical record. ThoMilage Voicecritic Leighton Kerner

di smi s s eLdelii®eda s h @ 8 f-out, dh¢ce amvusing collage of words, syllables,

and n®andThesNew York Timés Henahan was, as we have r em:

enthusiastic about minimalism generally and Reich in particular, Carman&doceh ns on 6 s

immediate predecessor as new musiicdor The Village Voic& was warmer in his reception

of Reichds musi c. I n a 19 &émeOatMaore descables an ear |

2’Tom Johns oeni,c hidSst ebvDer uRnmi ngod, 0 26 .

2Tom Johnson, fASteve Reichds O6Drummingd, o 27.
XLeighton Ker ner , ThePVdlage \oicdSeprembarild, 19p5). thahjs o

article Kerner is dismissive of the entire concert under reéviashe tended to be of avayarde
musicgenerally descri bing it as fAanother occad&oron for
is it consistent lack of imagination or ability®f so many woulébe composers in the face of

the vastness of sonic r es eprogamalsoincluddidames di spo
Tenney, Alvin Lucier, and Gordon Mumma.
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Reichés music as fdutil i zi*Moreisterestnd fer ounpugposses, t o a
t hough, sremarkMaatngente Ouboth to industrial society and Indian music:

Elements such as rock and roll and the fan belts of large machines are of our time and in a

sense experientially validate and clarify
one | evel Mr . Reichdés work suggested a R:
incandescencé.

Nine Months later Reich made use again of the Park Place Gallery to perform, this time with live
musicians, and again Moore remarks upon the minimal usatefials, without referring to
them as such: @A Mr. TRanagehwbese material§ of a piege ae Lsaabhyeim t
constant asymmetryand contrasts r epeti ti on, 0 and At he fact t
yield of one simple phraseofusi ¢ comes *as a surprise.o

I n 1969 Moore reviewed a perfornvmince by vi

Phasea n d G Strairsgy ©df%Though the review was generally positive, especially regarding

Zukof skybdbs support oantgade dogoedsrless effusiye avithirespectto n  t h

3%Car man Moor e, i Pa The ViRdea/cicgluriel9,e866)rltosmlsomstgblé

that Moore, like Reich, was once a student of both Hall Overton and Luciano Berio.

1CarmanMo o r e, APark Pl ace Electronics. 0

2Car man Moor e, 0 FleNVikagePvbiegblarch P3| 1967 Ehe mieces named

by Moore at this performance deur Pianos Improvisation on a WatermelpandSaxophone

Phrase none of these titles appearinnRe h6s | i st of compositions. |
Duckworth, Reich explains th&bur Pianosis an early version d?iano Phasewritten for four

electric pianoslmprovisation on a Watermelas likely derived from the music Reich composed

for thefilm Oh dem Watermelor{&965), but in the Duckworth interview Reich simply refers to

this piece as dan i @pdem Waternetor{bttpr/yootu.bE/lve®® musi ¢ f
nPNha8) employs heavy tapmoping, but is unsystematic and does not employ pga8leich

confirms thatSaxophone Phrage piece we now know d@&eed Phasgl966). See William

Duckworth, Talking Music(Schirmer Books: New York, 1995), 299. Throughout his article

Moore uses the word Aphraseo wheéerasewaed wauwl &iea
Reich himself frequently used the latter term in describing his compositional technique from this
period, it is likely that this error results only from Moore mishearing the composer.

33Car man Mo or eThe Vilage NaciMay 1y 1969).
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the compositions themselves, though it is Glass who fares the worst. Moore comments again on
the severity of means employed in compositions:
The style of these two composers is similar in that they wonk sl tunelets over and
over, with syllable stress changes and relikel counterpointings, into fulblown pieces

(lengthwi s e , at any rate). Of the t widtomdr . Re
much more than Mr. &l asséds sudden wanderin

Moor eébs concluding comments on the composition
Reichds fiMusic as a Gradual Processo: AThe ae
transporting of the compositional laboratory process tothe.stiypo or e 6s r evi ews of
and Gl assbd6bs works in this period stop short o
taken more seriously than juvenilia would have been. Further, they indicate both that what would
come to be consideredthesnu c 6 s mi ni mall guality was, at thi
by the time Johnson took over Mooredbds post, m
character of the music involved more than a simple lack of diversity of resources.

Both Young andRiley had also been reviewed positivelyTine Village Voicerior to
Johnsonds 1D@umminglreheril@dvrevietv of a concert by Young entitled
AWel come to a Presentation of Dream Music, 0 J
Pur i t placés tha cothposer in the tradition of Morton Feldman, though she notes that he
occupies the opposite end of the dynamic spectPum1965 art critic David Bourdon offered a

mostly descriptive review the nedeweyear of Te

%Car man Moore, #AZ :
%Car man Moore, f[AZ y.0 I n Reichodos words,
process and a sounding music t hWitingaondusene and
ed. Paul Hillier (Oxford and New Yorkdxford University Press, 2002), 35.

%Jill Johnston, f MThe Vilage VdicdNowtmbet 16, 1964)..0h g , 0
particular interest to the discussion to foll
sexualization of Youngds musi c.
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.

iSaméBhaodugh Bourdon warns readers that ARil eyd¢
[than an hour], o0 the review is both professio
Keith Potter that Riley, like Young were taken very seriousliibw York artists in the 19668.

When Michael Nyman returned to the term fim
concluding his narrative of experimental mu¥ido Cageian Multiplicity, the Fluxus composers
(including Young) contrasted singularity. Minimalsmi ¢, i n turn, combines |
the singular with a new focus on determinacy.
in that there is an interest in controlling and minimizing the form and content of the music, but
Nyman goes further bysaociating minimalism with a return to determinacy. Nyman repeats his
preference for the American cohort of Young, Riley, Glass, and Reich, making it apparent that
he has a relative definition of fAdet ateani nacyo
great deal of improvisation, though always within imi& i | ey 6s constrained ir
while not fully determined from the outset, s
multiplicity; it is not difficult to understand why Nyman woul@ddr this new music in terms of
determinacy. But because Nymanbés understandin
relatiord especially relation to the pa@she understands minimal music as originating in Young,

and descending through Riley, Reich, ardss.

37 David Bourdm |, AArt: Friends with BFEheVillaggvacey Shoul c
(December 30, 1965).

38 Keith Potter,Four Musical Minimalists 133 136.

39 Michael NymanExperimental Music: Cage and Beyof@ambridge: Cambridge University

Press, 1999), esp. 13071 First edition printed 1974.

40 As he did briefly in his earlier interview with Reiddyman divides his chapter on minimal

music into a section on the four Americans and a section on English composers; the division is

more rhetorical than geographicalwever, as evinced by his discussion of Rzewski in the latter

section.
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In the same year, Joan La Barbara made use of the same grouping of cainjyosei,
Riley, Reich, and Glaésto map out a brief history of American avayarde musié! By the
time of her article, the association of these four composers seems teelcanee commonplace:

ALa Monte Young, Terry Riley, Steve Reich and

school of composition based on repeti fliaon and
Barbara, who focuses here on the works of Glasseed ch, does not discuss
epithet for the music in question, but does s
designate what others have called minimali smb

Bar barads conchleuddsi nsgo npea rlaiggrhatp hons why fAsteady s
inappropriate for minimalisfl n Rei chés phasing pieces, La Ba
momentary excitement the listener experiences while the performers shift from one phase to the
next. I nsicCsheadsestd the listemer toward the shifting accents. In both cases, the

emphasis is on the very gradual changes within the music, revealing that the music is only
comparativelysteady. One might say that Reich and Glass compose steady state musib in

the same way that Riley composes determinate music: it is a question of emphasis and precedent,

not form or structuré?

“Joan La Barbara, #fAPhilip Glass and Steve Rei.
Writings on Glass39 45. Reprinted fronbbata Artel3 (Winter 1974). Page numbers taken

from Writings.

2L a Barbar a, APhilip Glass and Steve Reich, o
““La Barbara, APhilip Glass and Steve Reich, 0
441t is worth noting that by 1979 the consolidation of Young, Riley, Reich, and Glass seems to

be afait accompli Even a critic as relatively uninfoled as Art Lange had noticed and adopted

this trend in the critical 11i9t8dnN\tingsmreGlassSe e Ar
ed. Richard Kostelanetz (1997)i®8. This is a collection of three columns written by Lange for

the Chicago Chronite. The column in question was published in 1979.
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Wi m Me rAmerican Misimal Musics the first attempt to develop a systematic
understanding of minimal music from an aesthptisition® Tom Johnson used the term
Ami ni mal o to designate a consistently small a
met hod of composing in a Aminimal o fashion, w
aesthetic position in his thought. Ngm inExperimental Musicbegan the work of solidifying
minimalism into a specific group of composers, although he did not limit the cohort to the four
Americans who received pride of place in his chapter on minimalism and who increasingly were
being thoght of as a school of composers. Mertens, by limiting his discussion to Young, Riley,

Reich, and Glass, and by taking minimalism seriously as a cultural enterprise, lends much more
substance to the supposition that these four composedisargportant mnimalists.

In Experimental MusicNyman constructed a stylistic link between minimalism and
Webern, via Young, as well as between minimalism and Cageian experimentalism, but remained
largely uninterested in aesthetics. Mertens broadens these endeawarsglirections: first, he
looks to tie minimalism to the tonal tradition, thus reaching back before Cage or Webern;
second, he looks to understand minimalism in relation to contemporary culture, and in particular
in relation to recent trends in Europeatigdophy.

Mertens identifies the primary characteris

of the musical means the four American composers we are here concerned with use in their

45 Wim Mertens American Minimal Music: La Monte Young, Terry Riley, Steve Reich, Philip

Glass trans. J. Hautekiet (London: Kahn & Aver.i
| vanka St oi an orvRepdBst ift Muvsei,gou whi ch briefly expl a
and Reich. Because Stoianovaods article-has ma
theoretical community, and because it ignores Young, we will limit our discussion ofsit to it

effect on Mertensds wor k. SeeMubiguaenke@b St oi anov

(February, 1977) 644.
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w o r KRé8ut anlike Johnson, who saw minimal practice as one famdpd compositional

perspective shared by quite a large number of composers, Mertens argues for the coalescence of

mi ni mal musi c into the cohort Odthesantegroupfmrur com
whom Johnson r eser v e densttheremust take edre béthhty gxplamtawag . 0 M
similar minimal practices as inauthentic and to defend his selected label against imposters.
Likely in deference to Ivanka Stoianova, #drep
labebt hr oughoumi nihmalb@o&ndi Arepetitived are usec/
problems this causes with respectto Yauigut facoustical 0 and fAmedi't
wanting?’ Similarly, a number of contemporaneous European composers and ensembles, as well

as severalenaissance and ndturopean practices, are dismissed on various stylistic and

aesthetic grounds.

Though Mertensdds initial definition of min
makes it clear that his interests extend elsewhere. The use of migipsitive compositional
techniques | eads to a negative relationship w
American composers of repetitive music can be described asammtive and4 e | eo 1“0 gi c al
The terminology, if not the exact stture of the argument, is borrowed from Stoianova. For
Stoianova, the-geleology of repetitive music results not from a complete lack of telos, but from

its repetitive structure. Repetitive music ad

46 \Wim Mertens American Minimal Musiclli 12.

' vanka Stoianova, fAMusique r®p®titive. o One
from his twin allegiances to Stoianovabds essay
in the problematic status of Young, who is ex

Nymandés historicist understandiymaninontludimg ni mal i
Young, which often conflicts with the methodology he borrows from Stoianova.
48 Wim Mertens American Minimal Musicl7.
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repettive statement, nodirectional and noteleological in itself, is the organization and the
configuration of r efiMearténs, onthe otmohare mmignstielealogy s u c h .
with a goal as such, and argues that minimal music lacks any gaathevgoal of goallessness.

This stricter, if less theoretically sound, position initiates a series of problematic synonyms with

which Mertens establishes a rough history of European music. Teleology is equated with

narrativity (by which Mertens indicatéise dramatic flow of music toward and away from a
climax), which is in turn equated with the di
dialecticat development follows from the presence of a conflict between opposites and finally

leadsto asituatioonf synt hesis, in which conf’Whilets are e
Stoianova defines lack of teleology positively (as music whose goal is to have no goal), Mertens

proffers a negative definition, and though negativity seems more suitable tmtteuction of

the conceptofd el eol ogy, Mertensds definition suffer:¢
while much nineteentb e nt ury music foll ows a dramatic con
conception of the dialectic, this does nothingtga pl ai n why mini mal i smés |

necessarily nowlialectic (in other words, supposing narratives are dialectic does not imply that
nortnarratives are nedialectic). Further, even accepting the equation of dialectics and
narrativity, this femulation brings us no closer to understanding the line Mertens has drawn
between his four minimalists and the other composers whom Tom Johnson indicated with the
term, such as David Behrman, Eliane Radigue, and Charlemagne Palestine, nor does it

distingush minimalism from postonal practice generally. For Mertens, however, this lack of

“AlLe 6butd de | 6®nonc® r®p®titif, non directi
etlaconfigurabn du mouvement r®p®titif comme tel. o0 S
S0 Wim Mertens American Minimal Musicl7.
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specificity is not seen as a drawback, but as a strength. While Stoianova is at pains to distinguish
repetitive music from other avagarde practices (especially thaté#nakis), Mertens looks to
draw equivalences, particularly with Cage.

It is |ikely that Mertensodés coll apse of te
from his reading of Adorno. Mertens extrapol a
Philosophy of New Musj@rguing alongside Adorno that the development of the twelve
method coincides with the culmination of a crisis in the relation of form and content in¥husic.
Schoenberg definitively challenges the dialectical resolution Mefiteas in traditional tonal
music by refusing to resolve the specific into the general, thus leaving form and content to persist
in a negative relatiof’: Again alongside Adorno, Mertens argues that the fundamental role the
negative dialectic playsin Schdee r gé6s musi ¢ creates insurmount &
the musical work itself: because there is no ultimate resolution of the component parts, there is
no totalized form, which in turn means there is no work as ¥U8bhoenberg, and much of
modenity with him, takes part in a phase of musical production that is aesthetically and ethically
distinct from nineteenticentury RomanticislhMe r t ens 6 s dibechusewtits use ahu s i ¢
negative dialectics, its refusal to resolve the individual intag#reeral (or content into form).

After Schoenberg, musi c antadresctd cpha e eMesrt

bet ween form and content is |l aid to rest as t

®1 Theodor W. AdornoPhilosophy of New Musitrans. Robert HulleKentor (Minneapolis:

University of Minnesota Press, 2006).

°2 The simplfied historicist argument Mertens relies upon here is much more complicated in

Ador no. See, for exampl e, Rose Rosengard Subo
Styl e: Early Sympt o mbeveldpingaVarateonsaStyle &d ldeghpin i on, 0 i
Western Musi¢Minneapolis: University of Minnesota Press, 1991)4%

>3 Wim Mertens American MinimalMusic 88 . Thi s theme runs throug
Schoenberg, but see especially AdofPlilosophy of New Musi@9 31.
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be seen as the final stage of an-didiectic movement that has shaped European @ade
music since Schoenbersiff , a movement that reachéd its cul
Mi ni mal music i s worth studying, from Mertens
the postSchoenbrgian avangarde as the most recent and (apparently) clearest example of anti
di alectic music. Mi ni mali smés apparent rel at:i
Fried might have said). Mertens hearscatied dialectic (that is, tonal)usic as narrative, and
therefore representatiomaMi ni ma | music, on the other hand,
Mertensds quotat i on?> MifimaEsm,okcobursd Is hot adonehirttheSt i eb | e
category of antrepresentational musid,is merely the most obviously so. Indeed Mertens, now
foll owing Lyotarddés cr i tstepghistoryofiVesfeohusic.o, ar gue
fimusicaficta 0 or r epr e s e n tnasidabngemd 0, otro nSacl h oneunshi ecr;g 6fs
music of the negtived i a | e ¢ musicg figusanod fMmusi ¢ t hat represents
onl y t &thatis, foreljofard,dCage; and for Mertens, the American minimalists as‘well.

Mi ni mal i smds es c hdewhailc ho fi nr eMerretseennsttdass itoenr ms
antidialecticism, as well as to its norarrativity and geleologyd suggests to Mertens a

connection to what he terms Alibidinal phil os

> Wim Mertens American Minimal Musi¢ 87.

5> Wim Mertens American Minimal Musicl6 17 (fn), 88. The definitions of representation in

these two moments in Mertensods text are somew
representation in a literal sense (program muditedexemplary case), while in the latter he

clearly means it to have a looser definition. For our purposes, the latter meaning is more

appropriate.

%6 Wim Mertens American Minimal Music88.

5" Wim Mertens American Minimal Music105 106. See also Adorn&hilosophy of New

Music 35;andJeaRr r an- oi's Lyotard, fAAdorno Tealesldt he Devi
(1974), 133.
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Gilles Deleuze and Jedfrancois Lyotard® The association is dolybfortuitous, for Deleuze

takes philosophical representation as his principle conceptual problematic; Lyotard, at the same

ti me, engages i n a PtHilosophyd New Musiandgaegso im politidatl or n o 6
and ethical terms that are deliera |l v al i gned with Del euzeds wor K
Lyotard, Deleuze, Adorno, and Freud (whom he borrows directly from Stoianova), Mertens

argues that the fundamental aesthetic and political project of minimal music is dt@pidn

therefore harmflu . First, Mertens recalls (and misunderl
to classical Mar xi st rhetoric on revolution.
hystericization of revolution, his conception of revolution as a dark, chaotietbetween two

stable states. For Lyotard (and for Deleuze as well), revolution is the desired state itself. Mertens
misunderstands this as defeatism in the face of the increasing ubiquity of capital; while Lyotard

is fundament al | y ssausefttzough eitical of his noethdds),dvierteins Geads

him as antagonistic. Second, Mertens follows Stoianova (following Freud) in associating

minimalist repetition with Thanatos, the death drive, and therefore with a libidinal force that

works against th ego. For Lyotard on the other hand, who like Deleuze would wrest libido from
Freudds Oedi pal grasp, revolution is closely
from the channeled flows of capitalism. Third, for Deléuzspecially the Deleze of

Difference and Repetition whi ch i s one of Mert endlibidoist wo sou

8 Wim Mertens also occasionally refers to the work of Jacques Derrida, in spite of the fact that
Derridads t hi n kdtes i, is oftervaeands avith thmints Mentens is trying to
make with Lyotard and Deleuze. For this reason, we will omit Derrida from the present

di scussion. The work by Lyotard that Mertens
inthewk e of Del e uz ant-®edgusjE&apatdligma et Schisophfenie, Vob I.
Whil e not all of Lyotardds work stands in clo

with which Mertens concerns himself the association is not at all prolteiRabert Hurley,
Al ntroduct i Delosl (Sprirg1974),d34@6. 0
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contained, classically (Platonically) through
philosophy is to free libido from representatfSfcorMe t ens it is a smal |l st
painstaking and intricate critigue of represe

representation, coupled with its libidinal repetition (in the service of the death drive), constitutes
the same utopianism éftens mistakenly attributes to Lyotard. Fourth and last, Mertens
mobilizes Adornob6és associ at-histonicismfoarguethats uspens
mi ni mal i smds ut ehstoriead inspite af the facttthaitét Is dbnly shroagh
hearing minimalism historically that he can arrive at this conclusion. For Mertens, all of this
taken together is damning for minimalism, which like allahti al ect i ¢ musi c fAi s |
but a symptorm of the disease. 0

If all of this taken together sikes the reader as excessively acrobatic, it is surely because
Mertens reads libidinal philosophy through the bifocals of Adorno and Freud (Stoianova). Those
familiar with Deleuze will not be at all surprised to find that reading Deleuzian concepts with a
Freudian lens yields problematic results, and since the work by Lyotard in question is explicitly
critical of Adorno, one must expect these pro
minimalism was predetermined by the alliances he infergdeet Adorno/Freud and serialism
on the one hand, and Deleuze/Lyotard and minimalism on the other. Because Mertens sees these

alliances simply (as equivalences), and because his own allegiance is with the former, he is fated

59 Gilles DeleuzeDifference and Repetitiotrans. Paul Patton (New York: Columbia University
Press, 1994). Mertens other citation is Gilles Delelike,Logic of Sens&rans.Mark Lester

(New York: Columbia University Press, 1990). This critique of representation is maintained and
more explicitly linked both to repression and capitalism in Gilles Deleuze and Felix Guattari,
Anti-Oedipus: Capitalism and Schizophrenieans. Rbert Hurley, Mark Seem, and Helen R.

Lane (London: Athlone Press, 1984).

€0 Wim Mertens American Minimal Music124.
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to condemn minimalism. Mertenails to think of representation outside of a representational
contex® this is evident even at the outset, when he debates which term best represents the music
in questio® which prevents him from evaluating Deleuze and Lyotard, and therefore (because

of thealliance Mertens insists upon) minimalism, on their own terms.

RECEPTIONSINCE 1980

When critics first began reviewing the music of Young, Riley, Reich, and Glass, they did
so without intending to establish the existence of a school of composition. VéldmaRd Glass
performed together there was the expected comparison, but rarely did considerations expand
beyond the context of the concert itself. In the early 1970s, as more composers began to write in
a reductive idiom, and as Reich and Glass increiasedtoriety, it became more useful for
critics to draw comparisons, both because it helped to explain why this new reductive approach
to composition had increased in prevalence, and because Young, Riley, Reich, and Glass served
as better points of referem as they became better known and respected. Thus we see from Tom
Johnson through Nyman and on to Mertens an increased concern with establishing a better
defined category of minimalism in music, which for all three critics helped to render recent
developnents in art music intelligible.

Of course critical and scholarly responses to music are neither static nor predetermined.
While we find in Mertens an attempt to present these four American minimalists as a school of
composition, when we turn now to the demic response to minimalism, beginning with K.
Robert Schwarz6s advocacy for Steve Reichoés
assumption that Mertensds categorization i s

In every case we do welh bear in mind that minimalism is not an Idea; it does not exist as a
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DEFINING MINIMALISM IN MusIC
concept out of history, but instead has been and continues to be created and adapted as critics,
scholars, and musicians write about it. While it remains crucial to approach definitions
minimalism critically, our project is not to measure the divergence any particular definition
might have from the truth. Rather, our interest is in understanding how these definitions function
to arrange our contemporary concept of minimalism.
In betwea the publication oAmerican Minimal Musi@nd its translation into English in
1983, K. Robert Schwarz introduced Steve Reich to American music scHdlarsk e Ny man 6 s
Experimental Musia n d Me AmegcamsMingnal MusicSchwarz here is in large part
concerned with describing new music to an aud
t hough the depth of Schwarzés analysis is not
dedi cated exclusively t o unscapasitioaahcdreenfiomt he de
1965 to 1980, but Schwarz does include some discussion of minimalism more generally, in part
to provide context for Reichdéds compositions,
attention to new music.
Schwarzo6sfdef nhnmai osmoi s not entirely diss
Minimalism, whether in art, music, or theatre, is an aesthetic which deliberately and
severely restricts the materials and resources that the artist, composer, or dramatist employs

in his conceptins. It is an art which focuses on small details of structure or concept, and
then magnifies these to form the basis of

oneself to a singl e, uninterrupted ajfsr ocess
that wuswually slip by.o é For the sake of a
about the music of Reich, we wild/@l accept t

one important qualification: most of the following generalizationseaoring minimalism,

K. Robert Schwarz, @ASteve ReiRefspectidsicsNewr as a
Music19, no. 1/2 (Autumn, 1980 Summer 19813733 9 2 . K. Robert Schwar z,
Musi c as a Gr ad kadpectResofNewsMus20, idalr2 {Autunin, 168il

Summer 1982), 22286.
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while applicable to Reich, are only viable in relation to the music he composed up to
197192

The crucial difference, which distinguishes Schwarz not only from Johnson, but from Nyman

and Mertens as wel | ,%Rmosess, dandespeaaiiytthie mentifimble usé gfr o ¢ e

a single process, provides a reference point

di scussion of process that enabl es Bhasewarz to

Patterns(1970) and the s# of his output: these earlier pieces all employ a single process, as well

as a constant timbre and dynamic level, while the later pieces begin to mix processes, as well as

to change timbre and dynamics. In short, the focus on process offers, for Seholesz,

division between minimalismand pasti ni mal i sm; thi s accounts for

1971 over Johnsondés | ater and more approxi mat
Schwarz shows little interest in establishing a defined cohort of minimalist ca@ngpo

but he does mention in passing an affinity between Reich and Philip Glass and Terry Riley.

Schwarz6s identification of conspicuous and s

illuminates the sympathy with Glass, but Riley would seem toddedad on more generally

historical or stylistic grounds that is, the brief overlap in their careers, as well as their similar

(though markedly different in terms of degree of rigor) use of tape loops and repetiteom

t hrough r ef er e niatanddrstandBg di mirdinaksd.dndeed, fhdugh Schwarz

makes no indication that he is familiar wi t h

02K . Robert Schwar z, RSt eve Reich: Part | ,0 37
63 Mertens too wrote about minimalism and process,in his case the term is borrowed from
Adorno and is meant to distinguish between the vasgrocess and the woiksobject. In this

case Aprocesso indicatdetshd hree quaetciewistay,y iimcAdxpr
terminology of modernist compositian. The unfortunate coincidenc
has | ed to some confusion, exhibited for exam
Styl e, or Technigqgue?0 to be discussed bel ow.
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were likely considering the same basic repetitive element when they drew these three composers
togetherFurther, this basic similarity explains why Young receives no consideration from either
authoB though in his subsequent book on minimalism, Schwarz would revise this position.
Regardless, it is clear that atnmalsmwentear| y ph
beyond a mere paucity of content or variation. These minimal components must be used in
systematid or as Nyman had said, determiniétitashion.

Schwarzoés | ater concepti on Mihimalstsnsimoral i s m,
ambivalenf* Schwarz still explicitly links minimalism to a reduction of musical elengents
AMi ni mali st music is based on the notion of r
materials that a ¢ omp%dduatthe simguladfocussnepraeanditss gi v en
concomitant dynamic and timbral stasis is gone. This allows Schwarz to expand from Reich
(with Glass and Riley in the periphery) to wh
mi ni malists constituting Tom dewelalitysobhis6s hypnot
definition compels Schwarz to cite precedents of minimal MuSia t Vexdiiesand the
begi nni ng DadRhévgadforeekatnglé which in turn must be explained as still not
properly minimalist. The result is a replicationofMé ens 6s di scussion of re
nonet heless not minimalist that makes wuse of
Young, whom Schwarz omitted from his early article on Reich, is returned to the place allotted
him by Nyman as the linketween minimalism and Cage. By implication, minimalism is defined
in part as a return to determinacy in the aygarte. (It is curious, however, that Schwarz then

parenthetically suggestis6 3a3 the prototypical minimalist composition, in spite of its

64 K. Robert Schwarzylinimalists London: Phaidon, 1996
65 K. Robert Schwarzylinimalists 9.
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dependence both on chance operations in composition, and on the indeterminacy of its
realization.§®

When Tom Johnson restricted his hypnotic school to Young, Riley, Reich, and Glass, he
did so on compositional and aesthetic grounds. Several other camégrapus composers were
set aside not because they were deemed unimportant or inferior, but only after consideration of
how well their music fit Johnsonés definition
composers to be studied is a matteregkeived wisdom, making it difficult to infer whether
composers such as David Behrman or Charlemagne Palestine are excluded on grounds of inferior
guality or importance, or a lack of correspondence to proper minimalism, or simply for being
nortcanonicalWe cannot suppose from Schwarzoés text w
think of as peripheral are excluded through choice or custom. Meredith Monk, the beginning of
whose career in New York coincides with that of Reich and Glass, receives sonmereittent
Minimalists but for reasons not entirely clear appears alongside John Adams as a post
minimalist, which position implies some historical subordination to her more prominent
contemporaries. What is particularly perplexing about this formal dedison Sc hwar z 6 s
compl aint that Monk is so often slighted by <c
Monkbés | ater work, from the 1980s and beyond,
minimalists, alleviate this perplexity.

All of the authors discussed above have been concerned to a greater or lesser degree with
the problem of defining the music we now call minimalist, and we have witnessed a transition,

from Car man Mooreds earliest r evi &Mnmimalists Rei ch

66 K. Robert Schwarzaylinimalists 11.
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from the concern for seeking out a name adequate to the task of representing the music under
discussion, to the concern of defining an established term. Rarely, though, is definition focused
on so closely as in the writings of Kyle Gann and Tingagth Johnson.

I n his AThankl ess Attempts at a Definition
characteristics of minimalist music: static harmony, repetition, additive process;gtiiitisg,
permutational process, steady beat, static instrumentatieay liransformation, metamusic, pure
tuning, and the influence of naifestern culture$’ It is immediately clear that the items on this
|l ist are not al |l t o Thisas haerdlymeanpletallist oftechaiquesiamdg | e p
features of minimadt music, but it does constitute a family of character traits. No minimalist
piece uses all of these, but | could hardly i
|l east a few of them.o Gannés | itswouldiisk useful w
becoming comically unwieldy, but minimalist pieces do not need to conform to any set number
of characteristics. I n short, Gannés | ist is
limitations of this system are apparent: on the aralhthere is a great deal of flexibility
afforded to the critic; but on the other hand, the definition or description is not at all concise, and
it is not clear why such diverse considerations ought to fall under the same minimalist rubric. In
order to oercome, to some extent, this limitation, Gann adds a twelfth trait that also illuminates
the similarities between the previous eleven: audible structure. Indeed, from some perspectives,

al | el even of Gannds ear | i erofteaudibilgyoftieces can b

Kyl e Gann, AThankl ess At t e nMnimal Masic: Maxinale f i ni t i
Impact(November 1, 2001http://newmusicbox.org/article.nmbx?id=15@4st accessed May 9,

2011))Al so available in Kyle Gann, AThank|l ess At
Christopher Cox and Daniel Warner edludio Culture: Reading in Modern MugiNew York:

Continuum, 2004) 293803.
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structure, where Aaudibilityo is understood a
this, wultimately, is the weakness of Gannbés d
Structure, 19601 9 8 0, 0 t hes taruwdcitburle tiys osft rongly conting
musicianship. We cannotys¢hat a piece does or does not have audible structure; we can only

say that a piecebds st r ucResonaexpesiencagconfemsohat | es s
some normusicians cannot identify even such seemingly lucid structures as those active in

Piano Phasgewhile a theorist like Schenker will claim that he can hear thetiermg voice

leading structures active in tBgoica. Neither of these facts changes the caiegbr

classifications of either of these piedethe Eroicais not minimalist, no matter how well one

might hear its voicéeading structur@ and ultimately we can rely upon common sense to

resolve any discrepancies that arise. This listdependent weakngs$s not so much a problem

for Gannés definition, but for definition gen
the fact is that listeners hear things differently, owing amongst other things to the limits imposed
upon them by their own expences.

When Gann isolates audible structure as the most important minimalist characteristic, he

is in part glossing Schwarzés earlier article
the i mportance of Apr oc esspresumen thantheprocesslitselisn, b u
identifiable (Schwarzdéds reliance on AMusic as

noted above thdhis definition places Terry Riley, amongst others, in a particularly precarious

position withrespedt 0 hi s categori cal me mber shi p. Gannos
circumvents this troube as well as the trouble of the Adornian baggage that Mertens imported

i nto the wobymemofimythe weedsfas @ny sort of temporally unfolding logic. The

audi ble structure in Reichdéds minimalism corre
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Reichds sense of the word) bdirheaunulatgrdsnots ol o p
However, since the audibility of structure is not an either/or itipa, but rather a question of
degree, Riley does not need to follow a rigor
minimalism?®8

Gannoés fAAttempts at a Definitiono also oug
arguments. In an article writtdéar The Village Voicen 1987, after minimalism had ascended to
a place of privilege and prestige among gnarusicians Gann casts minimalism as the mirror
i mage of the t went-cetebrdted masical accomplishmeatt sariaf@m. mu ¢ h
Both mustcal movements, Gann argues, are strictly objectivist; pitches, rhythms, and other
compositional considerations are systematically determined while intuition and feeling are
limited or eliminated. The only real difference, says Gann, is that minimalistosargpmake
these objective systems obvious, while serial composers alegetth conceal them. Gann
characterizes these as opposite sides of the objectivist coin, but if we think of minimalism in
terms of audible process, then minimalism and serialienogposite ends of a continuém
although perhaps the center of the continuum is largely vacant in modern compositional practice.
Given an extreme point of comparison, Gannods
audible processes once again becooes and meaningful, particularly given the gulf between

serialism and minimalism. Without a fixed point of reference, the audibility of a process is solely

8 How Conlon Nancarrow, for example, would fit into teheme is an interesting question to

be sure. To my ears, much of his work is as |
t herefore ought to be included in Ganndés mini
this, nor that he should.

®Kyl e Gann, fAlLet X=X: TVeVilageWdic§Febmary 24,198%)d6.i al i s
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dependent upon the musicianship of the critic or listener, but when the serial antipode is,invoked
audibility becomes notably less contentious.

El even years before Gann wrote ALet X=X, 0
claim.”® In discussing his compositional technique with Michael Nyman, Reich argues that even
in his most rigorous momes)tsuch a€ome Oubrl t 6 s G o, mtoi#on rBraainya central
and unavoidable element of his composition. The tape segment to be phased, for example, is a
matter of taste, as is the speed at which the phasing takes place. Surely some of this Brgument
owed to Reichds changing compositional attitu
position |l aid out in AMusic as a Gradual Proc
be motivated by personal changes in his approach to compositi@amalysis remains accurate:
no piece by Reich is devoid of questions of taste. Indeed, the consistency with which he applied
rigorous processes serves to emphasize those moments of compositional taste that Gann claims
are absent from both serialism and mmalism. Further, when we recall the exgesent socio
political content of both t 6 s G oandCameRlatherclaim to absolute objectiyits
impossible to maintain; questions of taste aside, these are pieces of emotional and political
content, regatiess of how unconventionally this content may be presented. We learn from
Reichds music, from this perspective, that ©bo
not only necessarily, but <cruci al Itgmaticmi ni mal i

minimalism, foregrounds these choices and their necessity by rendering systematic elements

comparatively obviouétl f Ga n n 0 sd thatwninimalisnais defsred by audible structures

“Mi chael Nyman, fASteve Rei cStdiolhteratomald2 ew by Mi
(November/December, 1976) 3ED7.

“"John Roeder al s o pralsimplicityiinthe seavicd of bmader msidicr u ¢ t
theoretical i deas when he uses Reichdés music

45



DEFINING MINIMALISM IN MusiICc

and that minimalism (and serialism) is objecti@igtre too simfe, they are nevertheless
illustrative, revealing important facts about minimalism as well as about music in general.

Ti mothy Johnsonds attempt at defining mini
dissertation on John Adams, adopts a pragmatic approacdoteing the crisis of definition in
minimalism?’The form of Johnson6s argument is prese
definitions for minimalism, calling them aesthetic, style, and technique, and ultimately settles
upon the third asthe mostpreferh e . The reason for Johnsonds pr
articulation as he concludes the essay:

Considering minimalism as an aesthetic or style may be useful and appropriate for

historical references to the development of minimalism. These termstedy reflect the

essenti al aspects of groups of pieces tha
minimalism primarily as a technique clarifies the term and more accurately reflects the

continuing influence of minimalism on recent composers andwweks. Thus, labeling a

work as minimalist simply identifies one of the compositional techniques used in the

piece.é From this viewpoint the term may b

an aesthetic or style, and composers and listeners may toegppreciate minimalism
more fully.”3

I f the present dissertation were |imited to s
this quotation that either aesthetic or style would be the more appropriate choice, since, from
Johnsonos,pdrhsepecatriev more suitable to historic
preference for a broader, more inclusive concept of minimalism based upon technique would

render the interdisciplinary framework of the present work unwieldy, offering impossibly many

Roeder-Cl @&BsaModul ati ons Music Bheogy\Spectid@bjno.2 6 s Mu s i
(Autumn, 2003) 276304,

2?Ti mothy A. Johnson, @AMini mal The MusicabQuarterlyet i c ,

78,n0.4 (Winter1994): 742 73 . Ti mot hy A. Johnson, f@AHar mony
From Phrygian Gates to Nixon i n YotkatBafal@ Ph. D.
(1991).

BTi mothy Johnson, AMIi ni malism: Aesthetic, Sty
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points of reference, both in music and in the plastic arts, to compare. Parenthetically | would like

to wonder for a moment about why Johnson settles on the broadest definition based on its

breadth. The preference, all other things being equal, for broafieitidns over more narrow

ones strikes this author as suspect, and i s n

concern is with discussing minimalism as it is and was, not as we would like it to be, the breadth

or narrowness must be treatesisomething to observe, not to dictate, construct, or gfefer.
Accepting Johnsonds framework, from here i

having decided that Johnsondés technical defin

concen, is to decide between style and aesthetic. However, doing so would be to forego any

critical anal ysis of Johnsonés categorical ap

possibility of a sharp distinction between the categories of aestigtes;, and technique, while

the course of his argument reveals that this founding distinction is too problematic to leave

unexamined. A comparison of Johnsonés definit

cl earer . Johns on 6diststyefsigmnunded iothe genkral tefinitionrof style m

found inTheNew Grove Dictionarywhich isolates five characteristics of style: form, texture,

harmony, melody, and rhythf From observing music already understood widely as

minimalist, Johnsordentifies forms, textures, harmonies, melodies, and rhythms that can more

“I't is possible, indeed even |ikely, that Joh
the observation that many people use the word to descritmad et of pieces and composers.
I n this case, Johnsonés decision would be gro

preference for inclusion. Nevertheless, this decision remains problematic, since it dismisses

without argument those more narrowidigions of minimalism that Johnson himself not only
acknowledges but makes use of.

®Timothy Johnson, #AMinimalism: Aesthetic, Sty
AStyl e, 0 i n Shedew Geoye DEwodary ®f, Musec dnd MusitsglLondon:

Macmillan, 1980).
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or less unproblematically be understood as minimalist. First, we must pause to observe the
circularity of this sort of approach to definition: Johnson defines the parameters ofitismm
based upon what minimalism is already known to be, and then determines which pieces are
mi ni mali st based upon these parameters. Secon
minimalist style to his preferred definition of minimalist technique:
The principal features of the minimalist technique include the five characteristics of the
minimalist style described above: a continuous formal structure, an even rhythmic texture
and bright tone, a simple harmonic palate, a lack of extended melodic lidegepaititive
rhyt hmic patterns. & The appearance of any
insufficient to indicate that the minimalist technique is in use, since many pieces that are
obviously not influenced by minimalism contain one of these charactarist i n i sol at

However, the appearance of two or more of these features in a piece would suggest that the
minimalist technique is a compositional feature of the piéce.

When Keith Potter states that Johdasbogbsdamndc
0technique, 60 he is surely noticing that the
and minimalist technique is the number of technical devicesi&ath categories are defined
by a list of techniques, but inclusion in the techhategory requires fewer characteristic
similarities than inclusion in the stylistic category would. Setting aside the circularity of
J ohnson & sd whiehfracurs irt his defingtion of technique when he insists on a minimum
of two correspondencéswe run up against the practical permeability of these ostensibly
categorical definitions: style remains a question of technique.
Does this same difficulty remain operative in defining aesthetic? In defining the
minimalist aesthetic Johnson relies heavilytloe concepts of teleology and narrativity, which he

borrows fr om AWerican NMM@amatMusies®ds EI|l ai ne Broadds nAA |

®Ti mothy Johnson, #AMinimalism: Aesthetic, Sty
T Keith PotterFour Musical Minimalists 15.
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explores the distinctions between minimalism, serialism, and experimentééantens and

Broad understand minimairsas both a supplanting of the weakobject by the worlas

process, and of teleology byteleology. Johnson adopts these two characteristics to define the
minimalist aestheti®®Hi s di scussi on of process ignores th
instead |l ooking literally for pr odcassensewhich Sc hwa
is, of course, technical. The association of minimalism with a lack of teleology is nearly

ubiquitous in music criticism, and occurs as frequently when the grdises the music as when

she or he condemaspraise of aeleology accompanies, as often as not, poorly concealed

orientalism® If by teleology one means strictly the establishment of musical goals in time, then |

am inclined to agree with Jonathan Beddawhose work will be discussed beldwvhen he

suggests that the claim that minimalist music goes nowhere or has nowhere to go is at best too

hasty, and more often simply incorréttf teleology is simply a matter of establishing goals,

then it is difficultto imagine any music moregedli r ect ed t han Rei chés pha
announce from their first moments exactly what path will direct the movement of the music. On

the other hand it will be recalled that Stoianova defirtedemlogy as the goal obgllessness,

Wim Mertens American Minimal Music E|l ai ne Broad, #AA New X? An
Aesthetic Foundations®&ar | y Mi miusic&éseascimForum (1990) 5162.

®Ti mothy Johnson, AMinimalism: Aesthetic, Sty
80 Cataloging the race politics of the reception of minimalism would constitute an entire study

unto itself. For the present it il suffice to recall Ji || Johnst c
di scussed above, as well a sAméfican™Mmima Mudie | i &r s 6 s

Mi ni mal i st Th®MukicalnTime$25 mo, 1696 (June, 1984) 328.

81 See, for example, JonathBre r nar d, fATheory, Analysis, and t

in Elizabeth Marvin West and Richard Hermann e@sncert Music, Rock, and Jazz since 1945
(Rochester: University of Rochester Press, 1995), 262. It is also worth noting that for Bernard
Amni malism is fundamentally an aesthetic é wh
| abels a whole host of styles and techniques.
Postminimalism, and tAmericaR BMssi®t, eln(Spend®@08), 133o na |l i t
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which we might usefully revise as the goal of appearing goalless. This definition causes fewer
problems with minimalist music, but is too close to meaningless to be of much use. Johnson
relies more on Mertens than Stoianova when he settlearomony as the crucial (technical)
feature of properly teleological music; harmony ultimately exciftsic for 18 Musiciangrom
the minimalist aesthetf That is to say that the minimalist aesthetic, insofar as it relies upon the
presence or absenceafelos, again returns to a question of techrdgi@rmonic technique in
this case. The three categories that Johnson proposes as distinct means of defining minimalism
are in fact three different definitions that revolve entirely around the question cbsiiomeal
technique. This ought to come as no surprise: technical issues necessarily inform stylistic and
aesthetic issues, which in turn surely inform technique.

Most of the rest of recent scholarship on minimalist music treats definition as at best a
secondary concern. This work can be usefully divided into three groups: thddragik works
by Keith Potter, Edward Strickland, and K. Robert Schwartz, various ranaigtic articles
(usually dedicated to a single piece or to a few very similar piecesjha work done by H.
Wil ey Hitchcock and Jonathan Bernard explorin
scul pture and painting. (This pr agRegeatingc di vi s
Ourselveswhich takes as its subject matter only musicare taking to be postinimalist.}
Partitioning the secondary literature in this manner is of course a practical rather than a defining
gesture, and it is important to acknowledge its shortcomings. Both Strickland and Potter, to a

greater and lesser text, concern themselves with the problem of interdisciplinary study on

Ti mot hy Johnson, #AMinimalism: Aesthetic, Sty
recalled, equated teleology with tonality and narrativity.

8 Robert Fink Repeating Ourselves: American Minimal Music as Cultural Pra¢Bezkeley:

University of California Press, 2005).
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which Bernard centers; and Bernarddés work 1is
Nevertheless, since our aim here is simply to take stock of various understandings of what
minimalism is, this practical partition will suffice.

Initially, analytical work on minimal music was discouraging for a number of reasons.
There was an understandable degree of scholarly trepidation about approaching this new subject
matter, music which ight or might not make its way into the canon. Many scholars rightly
worry at the prospect of tying their publication record to a body of music that would never fully
emerge from obscurity. There was also a problem of access to scores. Most early ateagy/ses
done through transcription, adding a somewhat cumbersome step for interested parties (though
much minimalist music is considerably easier to transcribe than other examples of concert
music). But what may have discouraged research into minimalist thesicost is the
perception that the music, particularly in its earliest manifestations, is simply too simple either to
warrant analysis or to reward time so spent. Indeed a marked difference between most analyses
of minimalist music and those of more cdeypmusic is that in the latter case the analyst will
often conclude with a comment that there is more work to be done, while analyses of minimalist
music more often seem to exhaust the materi al
may belesslee t han méets the eye. 0

K. Robert Schwarzoés early article on the <c
above, addresses many of these early concerns scholars had about dedicating time to new music.
Dan Warburton, some years later, attends torenateterrent that was surely on the minds of

theorists who took an early interest in minimalist music: the perceived need to defend minimalist

8Jonathan Bernard, ATheory, Anal ysi s, and the
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music against charges of popularity, and the concern that minimalist music would inevitably
have a poor receptidfrom an academic establishment whose system of valuation offers little for
such a radically new mode of composititiii Musi ¢ anal ysis, 0 says Warhb
predicated on the concept that a composition can be analyzed to reveal varioakibalarvels
of structure, and that events on the surface of the music can be deemed to be more or less
valuablei n terms of their r el at P®andthbughthis cohviction he st r
t hat it iinstimel hi es tuennii gnugehatitapes minirrahntusicdoutside the orbit of
Schenkerian and Fortean styles of analysis may miss thénsarkly tonal and serial music
also require itime listening, and just as surely any verbal or graphical account of a piece will
remove the music &m its temporal conteditt he di stinction itself is W
open superficiality renders unlikely the discovery, particularly through the use of Schenkerian or
settheoretical models, of what we traditionally call deep structure.

Regardles of the source of the disparity between the traditional tools of musical analysis
and the potential of minimal music as a new object of study, Warburton is determined to see this
imbalance redressed. Though a sizable portion of the essay is devotathlierest
Ami ni mali smo as the | east probl &mevdrdlahername f o
terms are given subordinate domains, still others are dismissed dutigghtr b ur t onds cent
interest is in doing just what his title promises: establishiset of terms that can facilely be

used to analyze minimal musitMany of these terms appear frequently in other analytical

AA Wor ki n tntegrag2r(1®88n 185 ogy f or
i's Mdevdliecped tauti omf: Wamb werl t
t 0
A

®Dani el Warburton
159. This article
of Organization in he Sextetd of Steve Reic
8pDani el Warburton, A Working Terminology, 060 1
8%For the discussion of naming minimalism, see

138 142. For tle discussion of analytic terminology, see i1¥ZB8.
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writingsd iphasi ng, 0 surely the most coobotevemsothe s not
terms are simple enough in what tlteynote, and minimalism is a sufficiently infrequent object

of analysis, that for the most part it causes no trouble simply to define them anew as the occasion

for their use arises.

In an earlier analytical foray into minimalist music, Wes York also echo& c hwar z 6 s
concern with the status of minimalist music in scholar€ipn hi s anal ysis of Ph
Two Pageswhich is the earliest rigorous analytical work on minimal music, York argues
immediately that serious analysis of minimalist musicisee®d @t o justi f8 pr ai s
An advocate for minimalist music, and particularly Glass, York establishes early on his goal of
demonstrating the sophistication and nuance o0
would insist is necessanmgew analytical tools. York gains significant ground in this argument
when he demonstrates tlato Pageselies not on a single rigorous process, but on four
processes; his terms for them are subtraction, addition, external repetition, and internal
repetiion®®*According to Yorkos analysis, Glass appl
pitches to create a largeale musical form with interesting symmetrical and proportional
gualities. The result is fAa c¢ompemnsitselingt compos

with one single process, but with the interactions of several processes. In this interaction,

8Wes York, fAFor m aNdtingondGtags80s79.( 1981) , 0 i n

8¥Wes York, fAForm and Process, o0 60.

PWes Yor k, #fFor iie5.dnmfatt, tRepoaesses sutlived By ¥ ork number more

than four.Since subtraction (process A) and addition (process B) are not inverses of one another

in Yorkodos model (by subtraction, York means t
pitch: A(g,c,d,e,f) = (g,c,d,e,f,g,c,d,e)), and since their inversdsadineemployed, it is clear that

there are at least six operators in play. Similarly, internal repetition would need an inverse,

bringing the count up to seven. Strictly speaking external repetition does not have an inverse; a
measure is repeated a givemrher of times, which determines the number times external

repetition is used.
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ambiguities of several kinds act to propel the working out of the various processes toward the
ul ti mat e °iarksestéblishes aconndetn bet ween determinate pr
work and a concomitant ambiguity that, in the context of process, is not expected; and the major
contribution of AForm and Processo is just th
ambiguity, thus dexoping a musical space that houses both complete deternaintsan
simultaneous feeling of confusion and uncertainty.

Paul Epstei nds e &iano RPhaseacinesythe busdenoof legiltneating h 6 s
minimalist music, but in spite of this provideasompelling argument for the inclusion of
minimalist music in analytic discour§&€Through the examination of the twelve different phase
positions, and the transitions from one to the next, of the first sectiiamd Phase Ep st ei nds
analysislike YorR s reveals an unexpectedly high | evel
founded in simplicity. Of particular interest are the alternating moments of comparative
dissonance and consonance (emambered phases are relatively consonant, while odd
numbere phases are relatively dissonant) and the emergence in phases two and ten of not two
but four copies of the melody, with the third and fourth composed of alternating notes from the
t wo pianists. The result of Epleityefprocéssdoasnal y s i
not lead to simple music. What Carman Moore knew from listening analysis shows us
empirically; it may surprise us how much simple music can surprise us.

Richard Cohnds anal yatters musid exparels teelwbrlsd yar | y p

York and Epstein in redefining the connection between minimalist music and simplicity.

"Wes York, #AFor
2paul Epstein,
72 (1986), 494502.

BRi char d Co htianal Cémbinagion sfBes®liass Sets in -Steve Rei

m and Process, 0 78.
AfPatt

P ern Struct urMusi@alQdartd?ly oc e s s
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Contrary to Warburtonds assertion that anal ys
development of new analytical devices, Cohn achieves his analytical aoughtthe use of set

class analysis applied to rhythmic sets, borrowing techniques from Milton B¥t#hittther,

while York and Epstein challenge simplicity generally, Cohn directly targets the presumption

that minimalist music is-geleological. Cohn usebeatclass theory to track the changing

rhythmic patterns o¥iolin PhaseandPhase PatternBy attending not only to the progressive
asynchrony of each piece but also to the changing density of rhythmic events, Cohn is able to

isolate a second trajecyoin the music. As the phased voices of the music approach maximum
distance from one another (half wayRhase Patternsa third of the way iViolin Phasedue to

the use of multiple voices), event density too approaches its maximum, but not in khézm.fa

Cohn argues convincingly that his analysis contradicts the commonplace assertion of minimal

musicbébs (especially early mini mal musicbés) | a
Bachodbs keyboard music, Cohn arngwnethodbfhat mi ni m
achieving an old form;itisnedr amat i c, | i ke much of Bachdés mu:

definable goals which are pursued and achieved by logical if not necessarily linear means.

We have seen two dominant genealogical interpretations aim mal i st musi c: |
geneal ogy of exper i me n-Adorhianmmoderist nagativee, whlehr t ens 6 s
reaches back to Schoenberg. Mertensds theory
authors have established links between WebednYaung (especially when discussifigo for

Stringg that by extension in both directions implicate Schoenberg and later minimalist

Shi f t i n Berspkatises of New Mus3O, no. 1 (1992) 144.77.
%“Mi |l ton Bab{diomte, Rimywdimie Struct ur éerspectivest he EI
of New Musid, no. 1 (FaHlWinter1962) 49 79.
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composition. Through his use of baddiss analysis, Cohn offers a new link between minimalism

and Webern. By overcomingms i ¢ anal ysi s6s pitch bias and exX

reveals an unexpected structural similarity b
Only a year | ater, Roberto Saltini |l ooked

pieces, anéh doing so pushed the critical pendulum to the other extPéhvhere Cohn saw a

historical connection, Saltini saw equivalence.

No matter which path [ Saltinidés or Cohnos,
it brings us to a perspective veryfdifent from the one commonly associated with Steve

R e i c¢ h 6-shiftipghmausice The composer is aware of what the process offers, and, in

the traditional manner, he carefully chooses the basic pattern as a theme to be developed
throughout the compositiohe final product is a picture of this theme on an enlarged

scale, and the path chose to reach this picture, with its many detours, is essentially a
Western approach to the shaping of md%ic.

Roberto Saltini, like Cohn, takes an interest in linking Ré&icthe canon, but the connection he

looks to forge is a complete one. Cohn, on the other hand, puts his emphasis on the technical
novelty of Reichdés early music; his formulati
composerly originality claims ofen put under the category of the modeand is focused

instead on the biases of our theoretical apparatuses:

Our theoretical apparatus is dominated by our ability to discuss pitch events,
transformations on those events, larger events comprised of ens@iténsformations,

and so on, in terms of higbvel equivalence classes. By contrast, rhythmic categories are
low level, and taxonomically rather than systematically oriented. If we claim to hear this
music as static, it may simply result from a tdatief that pitch monopolizes our various
levels of awareness as much as it dominates our consciously held categories. Structure is
pitch structure; when pitch ceases to develop, music has no stilfcture.

®Roberto Antonio Saltini, fSltauxstIetad iLre vetl esv e
PhaseSh i f t i n btéghli7<199a8); 19178,

%Roberto Antonio Saltini, AStructural Levels,
Ri chard Cohn, ATr anos plo7sli.t i onal Combinati on,
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Cohn allows us to leave in place an important cleaemmon to both minimal music and
minimal art, that there is at the very least a new kind of composer position articulated by this
musi c. I n K. Robert Schwarzdés ter ms,

We must again force ourselves to set aside the nineteentry credo of originalityding

the prime essential in composition, and realize that much Western music, from the cantus

firmus and parody masses of the Renaissance through the Baroque and Classical eras, has
not always placed originality as the foremost goal of composition.

Theesults of these essays, and especially i
elements in some definitions. The reliance on simplicity must be qualified by the fact that
unexpected and sometimes unnotic@dcomplexities manifest (though of course the
complexity of this music still pales by comparison to much twentietitury music). Further,
and of greater importance, the common claim that minimalism in music lacks goals would seem
to be refuted empirically by close analysis (though of coursethiede ds ent i rel y on
is defined). The above analyses examined only pieces by Reich and Glass, whose overt
dedication to more or less rigorous process makes them a ready object of study. Analyses of
Youngdbs or Ril ey6s wo bylsuredyberausedheyearednoré difficdtiol t t o
perform. There are few availabl e r ecToiofahki ngs a
StringsandThe WelTuned Pianp , t hough books such as Nymanos
work much more acces$ih Additionally, many of the works that we do have scores for (such as
his Fluxus pieces) are so simple that analysis (of the kind done by Cohn, York, and Epstein) is
entirely i mpossi bl e. Both Kyle Ganliveldme Al i so
Piang however, and though the performance of this piece as it is analyzed in these essays lies

outside the chronological span covered in this dissertation, the fact that it was conceived of and

%¥K. Robert Schwarz, ASteve Reich: Music as a
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begun during the period we are here calling minimalistatds that we should briefly consider
Wel chés and®Gannds wor k.

Wel chds work explores the i mportance of th
and concludes with an observation not entirel
quite diffrk ent i n origin and considerations. Discus
gradually to introduce new pitches, Welch sug

One can understand why such an approach might appeal to an artist with ancaestheti

oriented to the leisurely pace preferred by Young, for it permits directional development

on an expansive temporal scale that approac

period of study with Pran Nath, stasis Tine WelTuned Pianowas no énger the

prevailing aesthetic, but rather became subsumed within a larger temporal framework in

which directional development played a primary rdfe.

Wel chdéds analysis highlights an i mportant di st
performingmusic that does not go anywhere; he is working with materials at a very slow but
deliberate pace, which reflects, rather than contradicts, his conception of music as eternal:

Young describes this improvisational style as an organically developed approarh

each note and rhythm determine those that follow. Composition by improvisation shifts the

emphasis to therocessof the work, a concept that resonates not only with Indian

aesthetics, but also with Young ostonwghr sonal
limitless possibilities of thematic expression and creatiity.
Kyl e Gannds earlier article on this piece rea

di fferent means: Gann does not rely Hi#& compar

transcripti on a e WeHuaed Riand sporowhichYAelechrealigs s

®Ali son Wel ch, f@dAMeeti nglsalAal oinng Atnheer i Ecdagne :Mi wiama
American Musid7, no. 2 (Summer, 1999) 1i7B9 9 . Kyl e Gann, Aka Mont e
Tuned P i Remspectives of New Musid, no. 1 (Winter, 1993) 13462.

WAl i son Welch, fAMeetings Along the Edge, 0o 1
VIAl i son Welch, fAMeetings Along the Edge, 0o 1
Mertens than with Reich.

8 4
8 4
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heavilyd reveal a very clear sense of development from one section to the next, dependent often
on techniques quite like those described by Welch.

It is unclear how thge analyses correspond to, for examphes Tortoise, His Dreams
andJourneys a piece the inception of which predate
Youngds interest in Aeternal 6 musi c. Recordin
that it was different each time it was performed; indeed, no portion was ever performed twice,
but rather constituted a new section 0K an et
for Henry FlyntandComposition 1960 #&learly do not demotrsite the slowbut-steady goal
orientation Welch identifies in Youngds music
only to repeat or sustain the pieceds sole mu
current purposes, however, ietrough correspondence between later manifestatiortseof
WellTuned Pianand the analytical results provided by Epstein, York, and Cohn; all four of
these examples urge the listener to reconsider the commonplace definition of minimalism as
static and deleological.

Though Welch and Gann partly echo Cohnés a
mu s i tefedogysare commonly due to an incomplete understanding of the music, it is
i mportant also to remark on t hemusicdastompacked f f er e
to the music under investigation by Cohn, as
wor k o nTwG PagesEhéss two previous exampesnusic by Glass and Reich from the
late sixtie® present a sort of internal movement; thesic transitions from one state to another,
with the second state consisting of the same material as the first, addteweegreater or lesser
extend following a logical and predictable path from one state to the next (more so for Reich

than for Glassto be sure). Young, on the other hand, uses gradual, controlled change to
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transition from one harmonic/melodic object to another of much more distant relation. This

di fference recalls Mertensosod bywhidnitevihbel i er «c | a

recalled, he indicated music by Young, Riley, Glass, and Reich up untid I&8Qinues the

avantgarde revolution of the wofaispr ocess. Youngobés eternal compo

movement from one state to another through a movement the rigor of whidirésy unknown

to the listener; whether there is a predetermined connection is also entirely ambiguous. In other

words, form is open; thisisnotwedso b j ect , but, more or-as ess in

process. There is no resolution of the partis antotalized whole (though we must acknowledge

that this solution to the problem of the dial

perceived by Adorno, and would almost certainly be perceived by the Adorno as dangerously

mythological). Reich anlass, on the other hand, composed music thad vagain especially

in Rei édhapreasdentedly closed. Though in Reic

process, in Adornob6s terms it is certainly no
In their respective books, Keith Potter and Edw&irickland address different but

overlapping problems. Potter updates our academic knowledge of the core minimalist

composers, placing their compositions in a detailed historical setting and providing some musical

analysis. Strickland illuminates the ongiof minimalism in music, but devotes much of the

book to sculpture and painting as well (because his thesis is that painting is the authentic origin

of minimalism, the plurality of pages is dedicated to painters). Though there are considerable

methodologcal divergences between these two books, both are remarkable for their

contributions to our knowled@eboth biographical and musiéalof minimalist composers. Both

authors mostly restrict their discussicaonn of m

composers; other composers, such as Terry Jennings and John Cale, receive some attention, but
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in both cases comments are usually organized in terms of how these composers, who are
sometimes called peripheral, relate to the core four. In this retgset two books constitute
important moments in the history of canon formation, and developing an understanding of
preserdday definitions of minimal music will rely on a close reading of how Potter and
Strickland support their canonical choices.

Thestregt h of Potterds book I|lies in part in it
strict definition of minimalism. In his introduction, Potter suggests a few common characteristics
of minimalism in music, but he stops well short of the sort of techspedifications present
even in as broad a de Biamliike mastrauthors sinGeaNyniad s . Li ke
Potter connects minimalism to the American experimental tradition, and in particular to Cageian
nonrintention%? While for Cage nosintention manifsts in indeterminacy, the minimalists work
instead with determinacy as a means of nullifying the need for composerly intervention in the
work!®Potter6s argument here is akin to Gannods 7
degree of audibility of thprocess employed, Potter is more interested in the determinacy of the
process®*We do well to recall here as well Reich©os
work lacks intuition or a composerly subjectivity, while also bearing in mind that ®atterc | a i m
of minimalistnoni nt enti on i s best understood as a rel a
mini malism is (relativel yjJntedientagpliembettertgsReiclc , Po't

and Glass than it does to Riley. Young would seem to liee middle of both of these spectra.

102K eith Potter,Four Musical Minimalists 4.

103 This is an example of the argument opposed by Saltini.

“Gann has this to say about the position of C
freedom, uses the most objective musical methods possible, and if thelifesemce between

Cage and Babbitt, itéds that Cage uses better
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In all minimalist cases, however, it is easy to hearintention when this music is considered
alongside the Viennese School or American neoclassicism.
Potter offers AThree consdadquwudndeastaef atnlde nee
[F]irstly, the concern to avoid the creation of conventional iohgcts by stressing
process rather than product [this seems to
avoidance of previous notions of musical expressioparticular of music being in some

sense about the composers themselves, their own preconceptions and predilections; and
thirdly, the reconsideration of what we may call narrati¥ity.

Potter quite rightly grants each of these points flexibility: lilkkelsn 6 s el even <char act
of these three apply better to some composers
arrives in the four individual chapters, one dedicated to each of the composers under
investigation. The detail of these chaptprevents Potter from too general claims, such as
Youngds dominating influence over minimalism
true musi cdtYominngiénsa lciosntn,ecct i on to Gl ass, for e
historically mediatednrough Riley and then Reich.

Al t hough Ed waMintnalSm: Origindodnefits lotn she same use of
hi storical detail we find | ater in Potter, hi
flexibility and nuance. Indeed Strickland deliberatgisclaims any interest in interpretive
categorization, instead opting for an intuitive yet rigid categorization:

This study, fundamentally stylistic and formal in orientation, also tends to ignore the

deeper philosophical distinctions and concentratab®physical facticity of the

artworks, an approach validated by their own muteness. The first and foremost criterion

for my description of the work under discussion as Minimalist, that is to say, is its

appearance as opposed tuwt ainty,o niemcsl wpdiomg utnhce
may be as deluded ¥r irrelevant as anyonebd

105K ejth Potter,Four Musical Minimalists6.
106 Kejth PotterFour Musical Minimalists21.
07 Edward StricklandMinimalism: Origins 8.
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This seems at first | ike a useful and pragmat
concept. Painting and sculpture are nearly always literally mute (ithgpeunfortunate from

Stricklandds perspective that BaxWwittheéSodvdofr i s p

itsOwnMaking , so in these media Aimutenesso must be
consider a Judd alongside a David Smith, wega s ome i nsight into Stric
Chavebés work, however (to be discussed at | en
seemingly obvious muteness is contentious, an

all this suggestsifitat St ri ckl andés approach to understat
facticity and muteness i s heavily problematic
loud performances of the late 1960s mute?). This approach to discussing minimatisneobs
rather than critiques the assumptions that inform the development of a canon, and since
Strickland is directly concerned with defining the limits of minimalism in this book, his
foundation is all the more problematic.

Strickland, fortunately, doenhconfine his definition of minimalism to an invocation of
mut eness. The i mportant features of minimalis
of form, and si fipthickland échoesd@dm Jehnsoruircconecaiving ob these
charat er i stics a=sre¢sdeémnteioa lraay’hHemevet, theserfeafud@s t i
which presumably amountto muten@sssr e correctly deemed i nadeque
the builders of St onehen g e Fhe detemiming elamentofs t o e

minimalism then is its historical location. Strickland rejects, however, the apparently arbitrary

108 Edward StricklandMinimalism: Origins 4.
109 Edward StricklandMinimalism: Origins 13.
10 Edward StricklandMinimalism: Origins 4.
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decision endorsed by many art historians that minimalism begins in or around 1960. Instead,
minimalism is located more broadly in pagar America, which allows Strickland to broaden his
discussion of minimalist painting to include Newman, Kelly, and Reinhardt. Consequently,
Strickland can make the usually unchallenged claim that minimalism in music begins in 1958
wi t h YTiofor@ings and the far more problematic claim that it begins in painting ten
years earl i eOnememilt h Newmanos

Stricklandds unusually early starting poin
less unusual, though equally contentious, ending dat@ihimalism generally, with which he
begins his book: AThe death of Minimalism is
testi moni al t d'Howeser, mostofhisex@mptes oflate mirimalist practice
come from marketing rather th@oncert music or the art gallery. Strickland later presents a
model for minimalism that functions anal ogous
aesthetic and the technique of minimalist music. Strickland argues that while minimalism and the
cu tur al products it -tharsed nmid auiemale dMil nivma loing mad
197021 f we i nterprledndchd® mindi nd | ifibmneaismt he Dbi rt
Stricklandds date agrees with PbateobsSahdaidb
Johnsonoés.

Stricklandds approach to defining minimal.
determinacy, but nevertheless it offers a rich context in which to consider the broad phenomenon
of minimalism. His strictly descriptive gpoach to formalis@ as opposed, for example, to

A

Friedds or Gr edefordelesesghé sort 6f oompaeative sork we seek to

11 Edward StricklandMinimalism: Origins 1.
12 Edward StricklandMinimalism: Origins 228 240.
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accomplish in this dissertation, but his insistence on understanding minimalist music in the
context of other forms of minialism sets a good precedent for minimalist scholarship.

Though Strickland is unique amongst music scholars in the close attention he pays to the
details of minimalist painting and sculpture, he is not the first musicologist to attend to the
similaritteslet ween mini malism in music and in the pl
l ecture AMinimalism in Art and Music: Origins
sketch of some of the correspondences between these two bodies 6ftiithcockgrounds
his analysis in minimalismbs simplicity and d

Their music had in common these features: radical reduction of the compositional material

for each work; repetition of adronedsrepettiorer i al

carried to the nth degree) and moreover repetition with unchanging timbre, pitch, pace, and
level of volume (although thexturein a work of Riley or Reich might increase in density,

by accretion, as one repetition was laid overliea ones); static, euphonious,

nonmodulatory harmony (if any at all); and lack of dramatic de®idsswhich | mean

contrast, opposition, argument, climax, patterns of tension and release, sense of
development!*

Hi tchcock reminds iuosn itshoiungpho s stihbalte ,AdReipfe tfiar r
temporal displacement of successive iterations of identical e¥/&fise inevitable temporal

difference between one note and its repetition is analogous to the necessarily temporal

experience of paintingnd sculpture, particularly in the case of geometrically simple objects.

Hitchcock argues that these peculiar experiences of time in both forms of minimalism are

analogous. By implication, while minimalist harmony might be shatis Hitchcock claims it

H, Wiley Hitchcock,MufsMicni ndarliigsinmsi ma nXr tAeasntd et
Kostelanetz and Joseph Darby e@assic Essays on Twentie@tentury MusiqNew York:

Schirmer Books, 1996), 30820. Originally presented at the College Art Association, 1986.

My, Wiley HitchecoacKyrtiabinei Maki smo 312.

SH, Wiley Hitchcock, fAMinimalism in Art and M
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usually isd the music itself is not. Thus while minimalist music shares minimalist sculpture and
pai nt i-nagrdtige, imexpressive predisposition, neither is well understood as purely static.

Many of the claims made by Hitchcock can be usefully undedstoo n t er ms of Ga
Aaudi bl e structure, o0 though Hitchcock | ends t
recalling its interdisciplinary context. Hitc
nortnarrativity and separates it from the peobatic equations Mertens set up between
narrativity, teleology, and tonality; instead, Hitchcock presents thenamativity of minimalist
music in terms both familiar and useful to students of art criticism. With this new perspective, we
canbegintoumer st and a reading of minimalist music
Jamesonian post moder ni sAdorniaa hisioecal dialdtte.nnthde r t e n s 6
chapter to follow, we will examine Fosaterds p
with regard to its implications for minimalist music.

Jonathan Bernard offers a more detailed examination of the overlap between minimalism
in music and in the plastic arts, which leads him to render explicit several of the implicit negative
clamsinHi t chcockds | ect ursatc @ Mi Mii marmha Imumisi ¢ Si 9 0¢é
Western n any meaningful sense, 0 and #Ait is undou
of attempting speci fi cBTHese ndgativeltlgispaboatt i ze t heir
minimalism in fact do the work of developing a positive definition of minimalism. Overstated
claims of mini Madternsessfasd capadtysto hypnotize @rrdupe its audience
have served primarily to differentiate minimalist music fribvd mainstream musical traditions

to which minimalism is often considered inferidf Each of the claims that Bernard denies

8Jonat han Bernard, fATheory, Anal ysiké8., and the
117The work to which Cohn responds is exemplary of this sort of criticatreash.
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isolates a feature of minimalist music that distinguishes it from most preceding music and

uncritically carries this feature to igxtreme. When Mertens and others define minimalism as

static, they lose sight of the distinct goals towards which minimalist music slowly progresses,

and, as Hitchcock, Bernard, and Cohn all remind us, they lose track of the importance of the flow
oftmei n mi ni mal i sm. When aut hWestsrn elements,sheyaistke mi n i
recapitulating problematic Orientalizing tropes that simplify both minimalism and the music,

both Western and nerthat minimalism is in dialogue witt® And when criticseven those as
sympathetic as Tom Johnson, invoke hypnotism, they deny the agency and interest of

mi ni mali smés public, foreclosing, amongst oth
record with respect to these reflexive readings of minimalismebgting negative definitions,

Bernard though his syntax is negatiyae-establishes a space for positive definition.

In addition to presenting a reading of minimalism that does not rely on overstating its
divergence from the tradition, Bernard also prosidgemplary analyses to further our
understanding of minimalismdés aé'%Berhaedt i ¢ over |
expands on Nyman by detailing not only how minimalist music develops out of New York
experimentalis@ notably Cage and Feldm@&rbut ako out of a reaction to academic serialism.
Bernard also connects this devel opment to pl a
expressioni sm. Emphasi zing minimalismds intel
guard against the commoritical mistaké manifest especially in the claim to stésisf

understanding minimalism as a radical break with the past.

18See al so Jonathan Bernar d, fPerspSaotives oBNew Music b ut
39, no. 1 (Winter 2001) 25259.
Yjonathan Bernard, AThe Mini mal i s Perspeetvdshet i c

of New Musi&1 (Winter, 1993) 86132.
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Focusing first on how plastic minimalism relates to the past, Bernard relates three
features that cl| ar i ptyabsirachexpreasionisnt art oés rel at.
(1) [T]he minimization of chance or accident; (2) an emphasis upautfaceof the work,
by means of the absolutely uniform appl i ceé
produced an except i onsh;l(3) acorcantcaton dpon the meole h i n e
rather than the pafdsthat is, upon arrangement rather than compoditiand a
concomitant reduction in the number of elements, resulting in a spare, stippad
look.120
The anal ytical p o r hen dedicated to uBderstandingdninisnalist ssia iy 1 S
terms of these features. Of particular interest here is that Bernard arrives at some familiar

conclusions through different means. Nyman characterizes minimalist music in terms of

determinacy by relatingi t o Cag e ; Bernard does so by wunder
relationship to Pollock and other abstract ex
surface orientation and flatness in terms of

while Bernard does just the opposite, arguing that the absence of a structural background derives
from an aesthetic interest in flatné$sReversing this relation is surely appropriate, since the
main body of minimal i st cliestgifarts, appdars afterthebulke pt i n
of minimalist sculpture and painting had already become quite common in New York galleries.
And from an interdisciplinary perspective, th
work: relocating minimalist musiin its historical milieu.

Bernardés final observati @thatdéxbhitsa mi ni mal i
preference for the whole over the @ars particularly important to this dissertation, and bears

further scrutiny. Bernard bases this observatiorsome fairly welknown statements by Morris,

ni mal i sti9Besthetic
mal i sm i n Art and M

2230nathan Bernard, ATh

e M
I, Wil ey Hitchcock, @Min
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Andre, and Judd, which will be examined in Chapter 2. In the plastic arts, the movement since
cubism away from coherent totality renders these arguments intelligible, even if we are also
obliged to recognizeome of the problematic deployments of gender in these arguments. For
many artists, cubi 8 wmichwel nmeggtahrage as d deliberatecdnilict e n c e
between composition and urdtyis quintessentially Europeaf? Students of music, however,

mayfi nd Bernardds argument at | east partially <c
of music scholarship excepting work done in an Adornian or Deleuzian &elras

unproblematically privileged the whole over the part. American scholarship on tosialisiu

domi nated by Schenkerds |l egacy, which relies
form a coherent whole and that this formal totality is aesthetically valuablelaSstanalysis

also overwhelmingly tends to presuppose that lamgdecoherence is both interesting and

desirable. And this privileging of the whole is not unique to music: it is common enough in
literature to warrant the publication of an excellent book on the sufjétowever, it is well

worth noting that even in the cext of an analytical method that actively pursues a totality, the
compositional details of the surface still retain an active place: Schenkerian studies that reduce
the importance of the foreground are bound to fail, and even while sotihesedtical angses

may be organized around identifying unifying qualities of a work, they do so through reference

to specific surface details (sets of pitches, usually). In contrast, the preference for the whole that

122Recal | t oo Ad o rThedrilssoghyof New Musitt is always toa simple to
ext end A dkowithouh étensive@nd reflective criticism, but here it is useful
parenthetically to risk this simplicity to id

painting and scul pture that negates Adornoods
123 See Miomi SchorReading in Detail: Aesthetics and the FeminjNew York: Methuen,
1987).
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Bernard identifies in the discourse of plastic mialism operates not through the organization of
detail, but at its expense.

Why is it remarkable, given this, that minimalism is more interested in the whole than the
part? First we must reiterate plasti walishi ni mal
composers were surely involved enough in the problems addressed by their colleagues in the
plastic arts to have understood and likely to have sympathized with this stance. Second, it would
be difficult to overstate the importance of John Cage tonilsical community in New York in
the 1960s. Cageds deployment of multiplicity
coherence; while minimalist sculptors and painters may have found composition and totality to
be in irreconcileamloe acaonf ICagtebdisnri@Eatompmn to t

entirely. In Cage there is no conflict between the part and the whole because the whole,

presumably, does not exist. Thus in spite of

coherenttotalt y, mi ni mali st musicds social, historic

renders minimalismbébs totality newly remarkabl
* * *

This survey of the literature on minimalism returns us to our earlier decision not to define
minimalism in this dissertain. We have examined two kinds of texts above: contemporaneous
criticism andex post factaheorizing. In the former case, authors have sought terminology that
would adequately and concisely express the similarities perceived between different composers.

In the latter case, authors look in part to explain what features make minimalism as it has been
received a coherent category. This endeavor I
neither a single origin nor a single path (compare Nyman andJdébmson, for example),

creating contradictory contemporary definitions of minimalism for any given theorist to adopt
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and adapt. Second, the fact that our diverse and contradictory categories of minimalism are
received renders the process of definitionvamndably circular (though this is seldom more
obvious than in Timothy Johnsonés work). This
formulation that one cannot begin a definition without already knowing what it is that is being
defined. The process definition remains valuable, but only because it allows the author to
travel through and justify the system that defined the concept or category before the work was
begun. The definition itself gains neither truth nor accuracy through the procedssdodthis
reason that this dissertation will not pursue this particular question.
We have seen that the work done on early minimalist music since 1980 has moved in
many often competing directions, but | have tried to argue above that the bestairkhieas
done just what good scholarship ought to do: it has reassessed the initial claims made on behalf
of minimalism in the explicit interest of understanding minimalism in its place in the stream of
music history. In the best of cases, this has mesenaluating the most radical claithsn
particular those regarding time and teleoldgyhich have normalized our understanding of
minimalism. Rather than a complete departure, minimalism is now audible as the sort of
continuous disjunction that is reallyitRicommon in the history of modern musitBut it is
crucial to avoid so complete a normalizati on
real radicalism. Though minimalism presents a continuous relationship to its past, it also presents
abreakAnal yses such as Saltinibds seek to oversta

resulting in a banal image of minimalism as music that is simply music.

22Wi t h ficontinuous disjunctiond | mean here to
disjunction, which is that nedialectical moment of the inclusion of two conti@dry states of
affairs: in this case, minimalism is both continuous with the past and broken from it.
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CHAPTER 2: MINIMALISM AND POSTMODERNISM

An interdisciplinary analysis of minimalism in the plasiied musical arts will
necessarily find itself situated in its historical context. After all, it is not simply because both
bodies of work share the name fAminimalisto th
same place and time (though minimamusic arrived a few years later) is part of what lends this
terminological coincidence its suggestiveness and importance. When scholars comment on the
association between minimalism in the plastic and musical spheres they often stress the role that
reaction plays in both of these disciplines. Plastic minimalism reacts against abstract
expressionism and analytic cubism, while musical minimalism reacts against serialism and
radical indeterminacy. Jonathan Bernard, we have seen in the previous chapts ubeful
aesthetic markers for minimalist music from this parallel reaction.

Art criticism has dealt fairly extensively, in both negative and positive terms, with the
perceived rupture between minimalist practice in the 1960s and the more expreéssionist
abstraction that precedes it. Both in music and in sculpture and painting the aesthetic and formal
changes wrought by minimalism were understood then as now as quite different from earlier
advanced art, but, partly due to the comparative popularithasfip minimalism and partly due
to the larger role played by critics in the plastic arts, the break with recent artistic practices
effected by plastic minimalism seems to have been received initially as a greater threat (and
promise) than the analogoudiaities in music. Indeed minimalist sculpture in particular, and
painting to a lesser degree, was understood by some influential critics of the time as a threat to
modernist art itself, and by others as the greatest potential for truly new art. Ad,atrissul
difficult to talk about the history of minimalist art criticism without engaging the topic of

postmodernism.
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Postmodernism has played an important role in the scholarship on minimalist art since
the 1970s, in particular in the scholarship of Haster, whose works on postmodernism include
editing Anti-Aestheti® a collection of important essays on the already (in 1983) complex and
contentious subject of postmodern&rand authorindReturn of the Reabf which he dedicates
achaptertoarguingtha mi ni mal i st scul pture forms the #dAcr
postmodernism, serving as both the end of the foameérthe beginning of tHatter! However,
bet ween the printing of the first critscism o
the questions of modernism and postmodernism have made many appearances. The question this
chapter will address is: If it is meaningful for Hal Foster and other art critics to discuss
minimalist sculpture in terms of postmodernism, can we do the samewwimalist music of
the same period?

Postmodernism is famously difficult to define, and it will not be defined here. Many
author® indeed most who have written about itave established some sort of definition for
postmodernism, but none of these défims has achieved any sort of canonical, uncontested
status. Surely part of the cause of this confusion is the tremendous diversity of modernism itself;
insofar as postmodernism, which is usually in part defined as pluralistic or incoherently diverse,
comments on, rebels against, or supersedes modernism, one must expect postmodernism to
exhibit even greater diversity than modernism itself. The compulsion to compose a

comprehensive definition for postmodernism must surely be folly. However, while thedgemay

1 Hal Foster Anti-Aesthetic: Essays on Postmodern CulfjRort Townsend: Bay Press, 1983),
and Hal FosteReturn of the Real: The Ava@arde at theend of the CenturfCambridge, MA:
MIT Press, 1996).
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no point in setting forth a definition of postmodernésmecall comments above on the trouble
with definition generall$y we must again contend with the definitions which precede us.

In order to understand what plastic minimalist postmodernism mightsay musical
minimalism | would like first to suggest a tripartite scheme for understanding the breadth of
postmodern theories that will be confronted in what follows. This is not meant, it must be clear,
to define postmodernism or to resolve the configtiefinitions that are in play, but instead to
provide a framework for understanding some of the most prominent and potentially unresolvable
differences. Speaking in these broad terms, theories of postmodernism tend to fall into three
categories (understding that some theories will fall into multiple categories): theories of art,
theories of culture, and theories of subjectivity. In what follows, the dominant concern will be
theories of postmodern art, by which is indicated theories of painting, sejlptusic,
architecture, or any other art form that entails the development of a body of work that can be
usefully understood in its historical rel atio
of postmodern culture, which often encompass or dpvel of a theory of postmodern art,
typically theorize important cultural chan@essually taking place or culminating in the
19608t hat indicate a fundamental shift in how s
of fully globalized capitalism stasdn contrast to the modern culture that accompanies the rise
of global capitalism, and must also be considered in relation to the trauma of the two world wars.
Finally, postmodern theories of the human subject take a further step beyond cultural
postmodemism to argue for a fundamental ontological change in the citizen of postmodern
society. Most commonly, postmodern theories of subjectivity argue that the subject, which under

modernism was allegedly central, masterful, and coherent, is now fracturedcamieded.
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When discussing the various postmodernisms theorized below, it will sometimes be necessary to
take stock of which of these three fields the theory looks to describe.

Though both fAimoder-mohawne Itdheg phiedt ar NPoHstal
occasionally intermingled, most authors agree that it was not until 1975, through the pen of
Charles Jencks, that the two were conceptually uRiked.his part, Jencks credits Joseph
Hudnut for the invention of hdpostso diesinn fhwlu steedr m
(Il ower case) although Hudnut (prefiguring Nym
the term in the body o f?Inhthe sasetokHudnut and Jedcksf i ne i t
Apost moderno referred sapnedciifni claelnlcyk 6tso caarscehiitte
to new architecture that, through one method or another, is distinct from th&tgaastArts
style that had by then been canonized as fimod
introduamed efpndss mo to descri be new movements i
critics in the visual arts and elsewhere adopted the term. In architecture, where there is a widely
agreed upon and understood movementamaeelot ed fAm
less immediate definition. Since the other arts lack an internationally recognized school of
moder ni sm, Apost moderni smo becomes a chall eng

outside of architecturé.

2Jencks himself ciMesehns Aithet RcseaeredD Bsesshis
the term. Found irchitecturé® Inner Town GovernmerEindhoven) July 1975; and

Architecture AssociatimQuarterlyd ( 197 5) . See Charles Jencks, i
Modern: The Es s @hicago Reviewds,smd.4 (1087) 56.ons , 0

5Charles Jencks APost modern and Late Moder
‘A In architect

tell what o6épos
roughyp f unct i on al
Greenberg, n Mo

td® means when pr efditoxpetd t o O mo
geometric rigor and the esc

, n, C
ure] we know mose 610 wedsedbieirt
d
: h
d e Arts 54ano.d FeProasyt1980),d64.r n, O

e
e
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As we will see bellow, postmoddsm is often used in a broad sense, associated with
aesthetic or formal permissiveness, held in contrast to modernist rigor or rigidity. In its most
derisive sense, postmodernism in the arts is used to indicate-eagutgd pluralism, or an art
that cars as little for quality as it does for effort. In slightly more positive usages, it is used in
tandem with a caricature of modernism as thoughtlessly elitist, in contrast to which
postmodernism is depicted as liberated, creative, and lively. The artlohticPerreault, for

example, contemplates the uselessness of

1]

Q

-
(@]

i's not art, o in a cul tsatisfied sechrity of mbderaismnmbonhe d A f r o
wide open, workess and adventurous aresfaPostMo d e r P Thss sonsdruction, offered

some seven years before Jenckés article (and
Apost modernod did not yet appear often in prin
point), isamongst the most common. Often claims for or against postmodernism involve quite a

bit more detail, sometimes entailing cultural or subjective observations, sometimes making
assertions about the nature of art in general. At the heart of most of theidisstsde

explored below are conflicting ideas of what art itself is and what it ought to do. Modernists tend

to hold art to be valuable in itself, requiring no justification and indeed constantly in danger of

being corrupted by justification. Theorist®ra supportive of postmodernism are more likely to

see art as inextricably woven into social and subjective fabrics, thus making it sometimes

difficult (or even unadvisable) to extract explicitly artistic claims.

®*John Perreault, fALa Monte YounVvjldgeVoite acer y: T
(February 22, 1968), 27.
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Amongst the most significant pieces of gatholarship on postmodernism is the paper
Jirgen Habermas presented when he received the Adorno Prize hH@8D.er mas 6s ess ay
part a response to the 1980 Venice Bienniale, which had for the first time admitted architects,
and although he begity responding to architecture, the purview of his essay rapidly broadens.
(Jencks had a hand in organizing the new Bien
symbolism, and every ot/ Habermasslikeeany suesequemtn si der e
German critics, found this new architectural practice dangerously conservative. Indeed
Habermasds early negative impression of postm
between the German understanding of postmodernism and the understanding that developed
concurrently in the United States (which was
rival, JeanFrancois Lyotard). Joakim Tillman, in his summary of the German debate on
post modernism, relates that Ger noppliedthatermc cr it
Apost modernod to those composers, most of whom
romanticismt Like Habermas, the German criticgillman cites Hermann Danuser as
exemplary were concerned with the threat of political and cultnedconservatism, which
they find lurking in the music of neoromantic composers.

The conception of postmodernism exhibited by Habermas and those who followed him is
in both senses reactionary; that is, they found the new work to be reactionary, arehttiein r

to this new work was itself reactionary. But we must bear in mind here the specific set of work

6J¢rgen Haber dds, | nModet eit €y Pr o-Habib,tnAnd- t r ans. ¢
AestheticHal Foster ed.,i35.

Chal es Jencks, AfPost modern and Late Modern, O
8Joakim Till man, AfPost moder ni s m Pasintbdeir t Musi c
Music/Postmodern Thoughad. Judy Lochhead and Joseph Auner. (New York: Routledge,

2002), 7592.
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these critics were reacting against. It was their claim neither that all new work was

neoconservative or regressive, nor that all new work was postmddibese two possibilities

likely amounted to the same thing in their eyes.) German postmodernism, in the hands of

Habermas, is a theory of postmodern art first, and in so far as it implicates culture, it is a theory

of conflict, not of homogeneity. It nstibe understood even before examining American art

criticism closely that since American art critics of a progressive bent tended, from the late 1970s

on, to speak of postmodernism in laudatory tones, that the American concept of postmodernism,

atleastm t he realm of art critics, was quite diff
With this in mind it seems quite odd that Foster, who is generally supportive of

post moderni sm, would include Habermasébés essay

Fosterhimself suggests that the German philosopher is somewhat out of pleoe Anti

Aesthetic The reasons for including Habermas are numerous, but the one most important to a

discussion of minimalist art is surely the framework from which he derive®heeption of

postmodernism. First Habermas follows the literary historian Hans Robert Jauss in defining

Amodern. o According to Jauss, from as early a

or words of similar derusa)i bn @(ssthngsi sheth

fixed classical past. Initially this construction contrasted early Christian Rome with its non

Christian past, but writers in later epochs found strategic advantages in constructing a

relationship between theirpeesnt and Greek and Roman antiquity

Habermas, Athe term 6modernd again and again
iBut al l t dppear i this bookg, save[Jiirgem Habermas, hold this belief in
common: that the project of modernity is now

A Pr e f &dhe AntiRestheticix.
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relates itself to the past of antiquity, in order to view itself as the result of a transition &om th
ol d t o MTheeradtice wf.canstructing the modern in relation to ancient Greece and
Rome reappears intermittently in European his
formed itself through a renewed relationship to the andemseneve, moreover, antiquity was
considered a model to be recbvered through so
The Enlightenment disrupted this paradigm, replacing the imitation of the past with a
belief in the progress of knowledge and civilization. The best societya/édonger considered
to be that which best appropriated classical knowledge, but that which progressed beyond its
present state of knowledge. This, for Haber ma
belief in progress todhe dneients less relevard, replaciag threeole aft | o n
the classical period with a new sort of classic. The new importance of progress in modern culture
manifests in the arts in the eyaresent pursuit of the new. Each successive generation of
modern artits is obliged to move beyond the aesthetic achievements of the past generation. But
this does not bring about a constant discarding of all work that has lost its freshness. On the
contrary, the measure of succeswahethdrarnotiHaber ma
becomes a classic. Thus t Numberly1948ieravdslangelyl ue o f
from its innovation, but its value as we perceive it now derives from its longevity, its status as a
classic. The difference, then, betweenexraty fashionable work of art and a truly modern work
lies in its relationship to the future; successful modern art is institutionalized and classicized.
Those familiar withmiec ent ury Ameri can art criticism w

constructiorof modernity a strong sympathy with the work of Clement Greenberg, but before

¥3¢rgen Habermas, AModernity, o 3.
13¢rgen HalWermdag,y, oMat.
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el aborating on this potenti al debt, there is
upon our discussion of postmodernism. As indicated above, the modern beliehiifisci
progress influences the development of art by establishing a drive toward novelty. As is the case
in the sciences, the arts are expected to derive new and better working methods from the old.
This led, according to Habermas, to a tripartite divisibintellectual activity in modern society
(following Max Weber): science, morality, and &®rior to the Enlightenment, it was quite
common to find thinkers such as Descartes who were, in the tradition of Plato and Aristotle,
experts and theorists abroad array of subjects. In the modern context, specialization is the
norm, surely in part because the progress of
drastically inadequate. Modernism, in addition to entailing a demand for progress altygl nove
establishes institutional disciplinary boundaries, first between the studies of science, morality,
and art, but also within these divisions, between painting, sculpture, architecture, and music, for
example.

The conception of modernism as specialiazéds o r esonates with Clem
writings. Greenberg may have been the most influential critic working in America during the
middle two quarters of the twentieth century. His theories of modernist art remain influential,
and he played a major ralethe reception of both abstract expressionism and minimalism. Like
the later Habermas, Greenberg considered the relation to the past and the separation of
disciplines to be central to modernism. Disciplinary separation became an important factor in
Clement Greenbergbs art criticism early in his ¢

theory of distinct artistic disciplines not to the work of Max Weber, but to a much earlier source:

23¢rgen Haber mas, AModernity, o 9.
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Gotthol d L éasdnn glérs flT/d6War d s a eehberyaguesifoatbec o on, 0
ideal of a rigorously divided field of artistic production, where each medium is separated from
every othet? In this sense Greenberg goes further than Habermas; the latter sees disciplinary
segregation as a necessary feature of nmigha, while the former considers this condition to be
essential to a healthy art community in any era.

Greenbergds perspective on disciplinary se
particularly with respect to the role played by history. Recall tbr Habermas disciplinary
segregation derives from the French Enlightenment, partly in response to a new drive for
progress. For Greenberg, on the other hand, segregation is essentially normative; periods in
which the arts drift togetheroroverlap@e r i ods of Aconfusion. o6 Grea
impossible; on the contrary, it is expected. Bobdart, in consistent quantities, is not to be
expected whenever the arts encroach too much
sevententh and eighteenth centui®ea period which for Habermas marks the beginning of
disciplinary divisio® suffer from a profound and apparently new imbalance in the arts.
Literature, Greenberg claims, holds too much sway over the othérgattcularly paining.
Greenbergds history of art since this period
disadvantaged arts to distinguish themselves in a drive toward disciplinary purity.

At the early phases of Gr eenbdthegotheraris,ar r at i
and painting in particular. Music, it is interesting to note, stands somewhat aloof from this

probl emati c. AMusic, 0 Greenberg remar ks, nwas

3Cl ement Greenberg, A T cClermentdGreanbeljeTweeColletted o c o o n, 0
Essays and Criticism, Volume1 ed. John OO6Brian (University of
23i 38. Originally printed irPartisan ReviewJulyi August 1940.
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seventeenth and eighteenth centuries by ispawatively rudimentary technique and the relative
shortness of its déTbabopgpmeGteasbarffésmal aamtr
technical achievements of music in the seventeenth and eighteenth centuries is dubious, it is clear
that Greenberg isstablishing a special position for music which will return when modernism
proper finally arrives in the arts. Romanti ci
following directlyf r o m b o u r g ¥ edredtably fails fo extrigate the picia arts from

the bonds of literature. It is not until the middle of the nineteenth century, with the rising

prevalence of Bohemianism, that the visual arts pulled themselves out from under the sway of
literature. The key characteristic of the Bohemiank,i ch pl ays a cruci al r ol
much later response to postmodernism, is their general antagonism toward the bourgeoisie.
According to Greenberg, it is this opposition that finally gives the arts the means of overcoming

the burdens of representat, which have been largely responsible for maintaining the

submission of the visual arts to literature. Here music returns, this time characterized as non
figurative and immediate, providing the example of abstraction followed by the other arts.

Greenbgy clarifies that it is the ends that matter most: though the early-gaeié response to

music was imitative, this interdisciplinary crgssllination is justified by the fact that the

imitation of music gives the pictorial arts the means of escapargtitre through abstraction.

(Years later, Greenberg would also emphasize the importance of the ends over the means when

theorizing that sculpture, in order fully to enter into the domain of abstraction, would rely on

painting as itshebamploa: afjfdlemstt hemepraotds ent
“Cl ement Greenberg, AToward a Newer Laocoon, O
Cl ement Greenberg, fAToward a Newer Laocoon, 0

antagonism toward the bourgeoisie should not be equated with Marxism.
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suspended, thanks to the unique concreteness

can confine itself to virtually two di mensi on

being fet to violate the limitations of its medium, because the eye recognizes that what offers

itself in two di mensions is dctually (not pal
Bohemianism succeeded where Romanticism failed because it both encouraged and

all owed atpee fiidenhii dlead®ame t o mean SForbj ect mat

Greenberg this move away from representétifigured here as a liberation from literat&re

serves both to preserve each individual art from the influence of other arts, and to esblish t

future trajectory of modernism in the arts: the progressive elimination of elements foreign to

each artés medium. Where Habermas invoked a g

speci f i c :gardieTbbtlechib ana negation of Romanticism, bexothe embodiment of

artdés inpreservatisal It was becoming i mport

el ements of RThuslkthe drive totvdrdedisaplinarg segregation, which is

achieved, according to Greenberg, by copying musicdfatiion and immediacy, implicates in

turn the narrative of modernist progress with which Habermas begins his essay. Through quite

different methodologies, these two authors arrive at similar understandings of modernism, at

least in the arts.

16 Clement Greenbr g , AScul pt urCkementrGreéhberg: The Golectedl ESsays

and Criticism, Volume4 ed. John OO6Brian (University of CI
Originally published irArts MagazingJune 1958).

"Cl ement Greenberg,odmoava2z8. a Newer Laoc

¥Cl ement Greenberg, ATo2vAE.r dN@at eNetwlreat LQ@Qroe@rmome roc
gardeo to indicate bohemian art, and that he
describe twentieth century American art.
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Although Greenberg holds that the preference for segregation in the arts is not unique to
modernism, the specific means by which modern art defends its territory are unique to the

historical period:

Art looks for its resources of conviction in the same general direes thought. Once it

was revealed religion, then it was hypostatizing reason. The nineteenth century shifted its
guest to the empirical and positive. This notion has undergone much revision over the last
hundred years, and generally toward a stricterception of the positive. Aesthetic
sensibility has shifted accordingly. The growing specialization of the arts is due chiefly not
to the prevalence of the division of labor, but to our increasing faith in and taste for the
immediate, the concrete, the ulreible®

Here as elsewhere Greenberg identifies himself unmistakably as a formalist critic. Art is not
valuable based on its power to evoke or represent, but owing to its immediate formal
characteristics. Modernism, in this formalist conception, functior@igh its direct connection
to the past, and more specifically through the capacity of art to beriell:

Modernism includes more than art and literature. By now it covers almost the whole of
what is truly alive in our culture. In happens, howeverbe very much of a historical
novelty. Western civilization is not the first civilization to turn around and question its own
foundations, but it is the one that has gone furthest in doing so. | identify Modernism with
the intensification, almost thexacerbation, of this seffritical tendency that began with

the philosopher Kant. Because he was the first to criticize the means itself of criticism, |

conceive of Kant as the first real Moder ni
in the useof characteristic methods of a discipline to criticize the discipline itself, not in
order to subvert it but in order to entren

self-criticism of Modernism grows out of, but is not the same thing as, tt@sri of the
Enlightenment®

Like Habermas, Greenberg understands modernism as a type of relation to a shifting past.

Al cannot insist enough, 06 says Greenberg, At h

19Clement Greenber@, Sc ul pture in Our Time, 0 55.

20Cl ement Greenber g, OeMentdGeenbérg €olleBtediEssaysand , 0 i n
Criticism,Volume4 ed. John OO6Br i an, Foaud LectregWashingtan, | v p u
D.C.: Voice of America), 1960.
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now, anything | i k%Buisby lbokimyddck tovthetatt of thénrrecenppast,t . 0
modernism reaches toward the future, as each successive generation of artists sees in its
predecessors those elements which are inessential to the artistic medium:
It quickly emerged that the unique andper area of competence of each art coincided
with all that was unique in the nature of its medium. The task ctag@tfism became to

eliminate from the specific effects of each art any and every effect that might conceivably
be borrowed from or by themedium of any other art. Thus would each art be rendered

Apure, 0o and in its Apurityo find the guara
independencé
Modern art in Greenbergbés view ari-ses from

garde(the Bohemians) to wrest the pictorial arts from literature and begin to move down the path
toward abstraction. Because of the importance of the segregation of artistic media, artists
ostensibly became more and more interested in isolating those parientents that were
essential to their media. This has led to a lineage of modern art following a narrative of
reduction, effected through a continuous link to the past. For Greenberg, this is achievable only
through continuity and relation:
Nothing couldbe further from the authentic art of our time than the idea of a rupture of
continuity. Artisd among other things continuity, and unthinkable without it. Lacking

the past of art, and the need and compulsion to maintain its standards of excellence,
Modernist art would lack both substance and justificafion.

Slightly earlier in this same essay, Greenberg issues a warning to critics and journalists:

It belongs to journalisi and to the millennial complex from which so many journalists
and journalist intellectals suffer in our day that each new phase of Modernist art should

2IClement Greeme r g , AModerni st Painting,o 92. This s
Schoenbergdés attachment to Brahms, as exempl:i
Pr ogr e sStylearsl JdédNawrYork: Philosophical Library, 1950), 201.
2Cl ement GWMeeeabrirgt Rainting, 0 86.
2Cl ement Greenberg, f@dAModernist Painting, o 93.
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be hailed as the start of a whole new epoch in art, marking a decisive break with all the
customs and conventions of the p&st.

Greenbergds trajectory f or s, bothafevhichifuactiont h u s
in the service of preserving moderni smés auth
the separation of the arts, and the second is the pursuit of the essential elements of the medium.
This second leads to a modernisfrreduction, as supplemental or superfluous elements are
removed by successive generations. We must expect from this narrative of modernist reduction
that painting had begun to show tendencies that might be considered minimalist in one way or
another gque early on, and indeed critics find precedents for minimalism in work by artists as
diverse as Mondrian, Kelly, Newman, Malevich, Rothko, and Duchamp. Most critics seem to
agree that Frank Stellads 1958 bninsakskworkd ri pe p
in this respect theyn@olray fao rr osldené&s Stifgduanrg 6tso R
and indeed it is clear from comments by Andre, Judd, and others that these paintings had a
tremendous influence on the art of the 1960%s wasthe case with minimalist music,
minimalist art precedes the criticism that bears its name, and it is important to take care to allow
for diverse and contradictory meanings of the
begin to appear in the art liteua¢.

Richard Woll heim, who seems to be responsi
the vocabulary of American art criticism, discusses twentieth century art in somewhat similar

terms, focusing on the gradual attenuation of manual labor in theofdarthful

22Cl ement Greenberg, fAModernist Painting
For information and analysis of Stell a
minimalism, see James Mey&finimalism: Art andPolemics in the Sixtigdew Haven and
London: Yale University Press, 2001).

0 93.
S

0 i mp
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representatio®®Wo | | hei més fAmini mal o is at | east parti .
understanding of the term as it relates to art history. Wollheim demonstrates neither interest in

nor awareness of the most recent trends in Ameriaaptsce, instead focusing on slightly

earlier abstract American art. fAMinimal Arto
originates not as the title of a movement but as an adjective, and that it has often been used to
express exasperation at the agmt lack of artistic effort or skill required to produce abstract art.

In fact the issue addressed by Wollheim is not the rise of a new aesthetic, but the question of

what categories of evaluation can be used for abstract art in general. Like Gred@fddkrgim

identifies a trajectory of reducti@nWollheim characterizes it as a reduction in wiorkinning
parallel with the devel opment of abstract vis
to the avangarde: specifically to Reinhardt, Rauschegband Duchamp, all of whom have
produced wor k -coofn tAésdacmiohe mmbsantticle does not
we know it in the stream of modernidno f al | the artists mentioned
Reinhardt comes close to being considea minimalisi b ut it does corrobor at
identification of reduction with modernism.

Wol |l heim conceptualizes fiworko as a condi't
condition that has been cul ti vsticalgplaBedoaner t he
work is also |inked to the belief that art ou
between art and expression, which has been so elaborately reinforced in the art of the recent past,

has of course inturnreinforcedh e connect i on bPYHrtearkeephasesoflark and

2®Ri chard Wol | hei nvinimal Wi, edi Gregdry Baticdck (RewiYark: E.P.
Dutton Co., 1968), 3§B99. Reprinted fronArts MagazineJanuary, 1965.

2" Richard Wollhem, A Mi ni mal Art, o 387.

2Richard Woll heim, AMinimal Art, o 395.
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hi story, work involved constructi on. I n the ¢
of nonrepetitive brusks t r ok es, 0 executed in t¥AWhild nterest o
congruction has always remained a factor in art, as history progresses construction diminishes in
importance and incidence, while another form of work becomes more noticeable. Paintings
emerge that, rather than exhibiting the work of constructing arepresentae | mage, ar e
result of the partial obliteration or simplifying of a more complex image that enjoyed some kind
of shadowy preexistence, and Cpnstuctionksipartiallyt he a
overcome by distortion.

The progressionfalistortion, of faithlessness to the preexisting indagéich
culminates for Wollheimin Reinha@ti s t he story of abstracti on,
narrative of reduction, though Wollheim is less interested in what propels the narrative than in
whatit uncovers. In addition to the work of construction and distortion, there appears something
new.

[T]he production of an art object consists, first of all, in a phase that might be called,

perhaps overtoutcoptéy Bufi wdrhked s e tisticnpdoduptititsg s e i n

consists in decision, which, even if it cannot be saidetbterally work, is that without
which work would be meaningless: namely, the decision that the work has gone far

enouglt?
I n short, Woll hei mds ademlarytsrough more ant maee rqoucivg r e s s
abstraction reveals, by focusingdom the means

supplemental sort of work. We will see below that the method of performing this supplemental

workd the work of deciding what to dand when to stap can provide a source of critical

P®Richard Woll heim, #fAMi nimal Art, o 3
SRi chard Woll hei AMi ni mal Art, o 3
S1IRi chard Woll hei . AMinimal Art, o 3

O © ©
o O ©
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justification or condemnation. Greenberg, for example, argues that these decisions must be
instinctiveandnot onceptual . Mi chael Fried, who was br
willing to accept ational and intellectual approaches to this supplemental work, so long as the
traditional terms of the artistic encounter remain intact.

The art critic Barbara Rose was quick to p
Ami ni mal 0 des i g naherimore contempatarygpulmoses. makedithe work Rose
discussed most of the younger artists active in New York in the middle of the I0é&se
producing art even more fAminimal o than that d
Wol | hei mé arcciomitreinmaol from a di fferent strategic
advocating for a new group of artistdVhere Wollheim was content simply to point out the
general reductive trend of distortionist art, Rose analyzes the sensibility of a graumgf y
artists who stand somewhere between the positions anticipated by Duchamp and Malevich.

Though her canvas is quite lafgand intentionally s Roseds more extended a
reserved for relatively few artists. A few of thdsElavin, Judd, Morris ash Andred will come

to be known as minimalist sculptors, but otdessrtschwager and Warhélwill not (though

some anthologies include Artschwager as a peripheral figure, and Edward Strickland considers

War hol 6s fil ms to be pr ogreanerdtignedmliohn Cagednd Eik ) . F o

2Bar bar a Ros e,Minimal AR edCGreyoryt Battcock etc. 27297. Reprinted
from Art in America October November 1965.

¥Roseb6s list is in three parts. Under Malevic
Huot, Lyman Kipp, Richard Tuttle, Jan Evans, Ronald Bladen, and Anne Truitt. Under Duchamp

areRihard Artschwager, Andy War hol, and Athe da
greater or | esser degree, i ndebted to John Ca

locates Robert Morris, Donald Judd, Carl Andre, and Dan Flavin somewhere b#tereen
Malevich/Duchamp poles. (278) It is perhaps significant that the only artists on this list who are
considered by all known sources to be minimalists are in the intermediate gbsitaurgh of

course Truitt and Bladen could quite reasonably be congideri@t r ue 0 mi ni mal i st s
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Satie serve as forefathers to Roseds ABC art.i
included properly in her cohort.

The aim of Roseds articl ed shasisquiteuninterestethar k o
in stylistic concerns, and makes only a small effort to bind Morris, Andre, Judd and Flavin
togethed but rather to examine the state of American art after abstract expressionism. ABC
artists are bound together for Rmeshastheysense ¢ o mm
that the question of whether or not an emotional state can be communicated (particularly in an
abstract work) or worse still, to what degree it can be simulated or staged, must have struck some
seriousmi nded young ar*tRose fings, amsngsl intentiews wWith amdyarticles
by these artists, that Astatements with regar
only by t h%lioorinenest e is m nndéystanding the path of modernist art in the
1960s,tha we can understand Rose in terms similar
art of the 1960s is legible through its relation to the past, and most of these artists have found
Aexpressionodo to be an excessi v.e Newelritthye,|l eisnse s
narrative implicitly contradicts Greenbergds,
school with Malevich and Duchamp. Amongst oth
the integrity of artistic media preventsany orthad Gr eenber gi an reading of
the genealogical or historical debt Rose argues for is in at least some sense modern.

The context gleaned from Woll hei mbs and Ro

reading Yvonne Rwéy eafdsSdime QuMisn i flikérRoset 6 Tende

Bar bara Rose, B C Art, o 280.
%Bar bara Rose, B C Art, o 281.
®Yvonne Rainer, fAA Quasi Survey of Some O6Mini
Minimal Dance Activity Midst the Plethora, or an AnalysisToio A, @& Minimal Art, ed.

=1 R 1}
> >
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Rainer draws connections across disciplinary boundaries; in this case, she is interested in
comparing dance to the plastic arts. But also like Rose, the subject of her analysis is the
contemporary art scepeot necessarily or strictly what has now come to be known as
mi ni malism. This is |less clear in Rainero6s ca
dance, referring only to Aminimal tendencieso
referring to in the plastic arts must be extracted from her comments on her own dance. Perhaps
the most useful example Iis her response to th
themsel ves?o0:

1) The artifice of performance has been reevalumtddat actions, or what one does, is

more interesting and important than the exhibition of character and attitude, and that action

can best be focused on through the submerging of the personality; so ideally one is not

even oneself, opne2)sThenduspbhhyfidbet echnic
of the dancerdés speciali%ed body no |l onger

Here Rainer could quite easily be referring to an Andre stack of bricks or a Morris plywood
construction; but, cbnkemBosadsoasahmsnsg maf oha
conception of a new approach to phrasing is as applicable to minimalism as it is to most other
artistic production from that tirfemo st not ably, in this ®¥ase, Cag
Indeed, fabroadsees of fAmi ni mal 6 is adopted it becomes
the parallel evolution of dance and sculpture broadly speaking.

From the examples of Rose and Rainer it is apparent that many of the newer movements

in the arts in the 1960s fitbny parti ally i nto Greenbergds theo

Gregory Battcock, 26273.

Y vonne Rainer, AA Quasi Survey, o0 267.
%0t her aspects of Rainerds analysis hold some
her new conception of phrasing, which requires no pauses or breakadical
dehierarchization, and an unhurried sense of
strict sense, neither is there any repetition

91



MINIMALISM AND POSTMODERNISM

shares Greenbergbdés understanding of the i mpor
Greenberg might have thought of as rogue strainsofnéweartd t he di sci pl i nary
evidet i n Duc h & oyershadowsdhe similarities between the art she is writing about
and that for which Greenberg advocates. Rainer presents an even stronger challenge to
Greenberg. Although she is dismissive of any theory of isomorphism between ddratbex
arts, Rainer assumes in her essay not only that the arts influence one another, but that this
influence is both fruitful and desirable.

The minimalism discussed in both Raineros
minimalism, encompassing much oéthew art in New York in the 1960s. These essays present
a curious phenomenon with respect to Greenbergian modernism since on the one hand the idea
of reduction is surely being adhered tboth in a simple formal sense and with respect to the
removal of expessive elemendsbut on the other hand there is the appearance of increased
interdisciplinarity, which Greenberg opposes. Minimalism in particular increasingly seemed to
signify the failure of Greenbergian modernism, in part because it apparently fulitledandate
for reduction while abandoning those intuitive and formal characteristics that Greenberg so
greatly valued. Consequently, both Greenberg and the younger critic Michael Fried, who was
much influenced by the former, launched pointed and poléiritigues against minimalism.
But before |l ooking closely at Friedbés and Gre
first to look at the writings of some of the artists these critics attack.

Some of the most influential critical reflections pshkd during the 1960s come from

the artists themselves. Amongs#Thetitlersfersto s Don a

®¥Donald Judd, @ SMinmmalisfy edcJanieb Meyer (New, York: Phaidon,
2000), 207210. Originally published irts Yearbool8, 1965.
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what Judd argues is a new mode of artistic production, existing somewhere between painting and
sculpture. Producing objects rattthan paintings has become necessary because painting has
run out of viable possibilities:
The main thing wrong with painting is that it is a rectangular plane placed flat against the
wall. The rectangle is a shape itself; it is obviously the whole shiagetermines and

l imits the arrangement of whatever is on o
many ways. The rectangular plane is given a life $pan.

Frustration with the formal limits of the canvas edge were common in the 1960s, and though
Juddos reaction was ex®rednkds idemwias!l noft tume gful
painting can be read as strategic as well as philosophical. While a refusal to acknowledge a

practice of art rooted in dialectical tension is consonantithd d 6s | ack of i ntere
of Kant and Hegel during his time as a phil os
continued efficacy also serves the more pol em
historically necessard?.Judd does not e the importance of historical progression. On the

contrary, he takes some pains to acknowledge that the work being supplanted by new three
dimensional work is not implicitly flawed, but is merely unrepeatable. From this perspective,
Juddods g o miktsn naarlyeHabamndsean fashion, Judd is canonizémgrecent work,

making it newly classical, in order that his modern practice might become legible in relation. To
complete his position, Judd also renounces sculpture, arguing that his work-wiitieasional,

but separate from sculpture properly speaking

“Donald Judd, ASpecific Objects,o 207.
41 James Meyer suggests that many artists active in the 1960s, including Judd, Andre, and Mel

Bochner (but not Stell a), f astratedthéhend of paintiag. | a 6 s
See, for example, James Meydinimalism: Art and Polemics in the Sixtjds/1.
2For a brief and informative recapitulation o

Donald Judd: Early Works 1953968(New York: D.A.P.,2002).
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reinforcing relationship to his view of painting: painting has run out of ways to produce a unified
totality; sculpture, since the influence of cubidras had no interest in totality.

Most sculpture is made part by part, by addition, composed. The main parts remain fairly

discrete. They and the small parts are a collection of variations, slight through great. There

are hierarchies of clarityandstrenp and of proximity to one o

is little of any of this in the new thredimensional work3
In both moments, Judd reveals his aesthetic preference for the whole over the parts.

Judddés preference for t planthe mequerd ocquoence ofs o me
boxl i ke forms in Juddbés output during this ti mi
Judddés writing and Mo maordos ihis belddNbuttit @lso reveals e ul pt u
of the more interesting conflicts betwee Judd and Mi chael Fried. Whe,]
in AShape as Form, 0 Fr i e dotdepermént oo cohereyt tolityg u e s f
organic or otherwise.

Not hing, apparently, i s more cendomceptiont o t h

than the desire to establish all shapes on an equal fdatingnake pictures that comprise

nothing but individual shapes, each of which is felt to stand or fall without reference, or

appeal, to a single master shape, the support seen aseaesitityl In fact, because in most

of the new pictures the physical limits of the support are not perceived as constituting a

single shape, there is even a sense in whibbspite the nonrectangularity of their
support$ the pictures in question are not sadfyf

Because so much of fAShape as Formo is dedicat
particular, it 1 s si gn istfipepamtngs spetifigaly inRermsefd r ead
what he perceives to be their avoidance of unity. Fried ikinelf opposed to unified forms;

in this same essay, Fried contrasts Stell ads

“Donald Judd, ASpecific Objects,o 209.

“Mi chael Fried, fiShape as For nrtand ObjectoodSt el | ad
Essays and Revie&hicago: University of Chicago Press, 1998), 91. Originally published in
Artforum5 (November1966), 1827.

94



MINIMALISM AND POSTMODERNISM

quite coherent forms; all three of these artists are deemed sucéeBsful. r ever si ng Judd
dictate of wholeness, Frieckis the final step in claiming Stella for his version of modernism. In
most histories of the subject, Stella is cons
as Meyer points out, his Stripe paintings occupy an important polemical positidndar and
Judd®®*Fol | owers of his work, however, wilted: not e
bythemidsi xti es he was producing work of a mar kec
the project he started with the black paintinggnsmportant moment in the history of
minimalismd Meyer, commenting on the rhetorical tafwar between Fried on the one hand
and Judd and Andre on the other, refers to it
refusal to privilege wholeness haesean important maneuver both because it definitively defines
Stellabés output as modernist, and because of
Juddodés criticism. Whatever the case, Fried is
for art that problematizes totally; coherence is not an essential component of modern painting.

AShape as Formo al so presents a more canon
the frame in 1960s painting. Judd dismissed painting in 1965 on thedgrthat the frame could
not be overcome; Fried, the next year, lauded the work of recent painters, and Stella in particular,
for its successful conf r ond largely borrowedffrot he f r ame

Greenberd the trajectory of modernist paing generally is concerned with the reduction of

artdéds content to the essenti al el ement s. ( Fri

45 See also, for a concise example of Fried praising unified form, the discussion of Ellsworth
Kelly in Michael Fried, Aitlhdrel®bjectbood808BI1O.t t er : Kel
Reprinted fromArt International7 (Deci Jan. 196B64): 54. t is also interesting to note, in
passing, Friedbs positive review of Juddods ea
312 313. Reprinted fronArt International8 (Feb. 15, 1964): 26.

46 See James Meydylinimalism: Art and Polemigsl19 128.

95



MINIMALISM AND POSTMODERNISM

insisting that these essential elements depend on historical location.) Reduction progressively

brings paintng closer and closer to its literal support: the canvas and its framing edge. The path

of successful modernist painting requires that this literalness be confronted. However, just as

Greenberg would later chastise minimalists for too simple a relatitve tatout, Fried finds

minimalist work (in particular the work of Judd and Larry Bell) wanting in the complexity of its

relation to the literal. Advanced painting, as exemplified by Stella, is concerneil iwitome

senseisaboditt he fAconf Isiuwal bieltlweseinonwii¥m and | iteral
This [conflict] is worth stressing precisely because there are certain younger artists to
whose sensibilities all conflict between the literal character of the support and illusion of
any kind is intolerable and for wim, accordingly, the future of art lies in the creation of
works that, more than anything else, aaolly literald i n t h a't respect goi
painting.é [L]iteralness isolated and hypo
and Larry Bell is y no means theameliteralness as that acknowledged by advanced
painting throughout the past century: it is not the literalméshe supportMoreover,
hypostatization is not acknowl edgment . é TF&
literalness; thegimply are literalé [ T] he probl em has been el
the artists in questiof.

We might simplify by saying that Judd and Bell, who stand in for minimalism here, fail to

maintain a sufficiently dialectical relationship to the art of treegent past . Il n this

critigued at leastatthismomehti s not wholly unl-okéeoGpéagbemgod

the same role in defining Greenbergds moderni

cases minimalism fails to approacth e questi on at hand with suffi

epigraph, from Wittgenstein, is apt:

The craving for S

i icity. People would |
colors. o0 You say thi

mp |
his mostly beglaaaionées you \

““Mic hael Fried, fASha
“YMi chael Fried, @ASh
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complicated, it is disagreeable, especiall
itself #°

Robert Morrisbés fiNotes on Sculptureo (Part
Objectsodo and AA B C dompagativélysarrgveduryiedbdgmesNleyet u e o f
explains the position of ANotes on Scul pturebo
ASpeci fic Objectso: ANot only did the essay b
supplanted the short rew orZeitgeistp i ece of early minimal critic
piecemeal essays, with a | PTheseaoredefmitivef mor e d
aspirations are specifically the delimitation of a history of sculpture separate frioofi tha
painting (Morris has in mind here the historical narrative established by Greenberg and Fried),
and the theoretical el aboration of Morrisoés o
former serves to reinforce the latter). As Meyer painitss in order to achieve the former goal
Morris dedicates a portion of these essays to a critique of Fried and Greenberg on the one hand,
and Judd on the other. Morris findsd that Frie
specifically on David Smith anéinthony Car@ fail to respect the division of artistic disciplines
which Greenberg himself first defined in ATow

and Carobs scul pture are grounded in the theo

m, o 77. John Per

“Mi chael Fried, fiShape as For
the devil caimg quot

| ater comments that Mfneven
t he e Vilage Voicdlanuary 12, 1967), 11.
Robert Morris, 0 NMinimalAr 223 235 Baut | gpiginally gublishediim
Artforum February 1966. Part Il originally publishedArtforum October 1966.

51 James Meyeminimalism: Art and Polemicsinthe60s 153. James Meyer os
treat ment of f@ANotes on Sculptureo is very us
conclusions reached in the present chapter appear also in Meyer with more detail, though on
some fewpoints my analysis will differ, either in content or in direction.

(0]

® o
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modernst painting®?>r ecal | above that Fried criticizes mi
painting. o0 Morrisos pr icobstrsquiptoreis a dissatisfaation withe v el o
scul ptur ebmpamtexgpendence

Morris, like Judd, understands the pasitiof sculpture in the mid960s in relation to
Cubism, tacitly taking his own simple, uncomposed objects as examples of new modern works.
ANotes on Scul pturedo suggests that simple, un
beyond its cubist heritage.n t hi s way M@ANotes on Scul ptureo i s
Obj ect so0: b ocubstwork, ¢hough Jadd sopdensifies sculpture with cubism that he
feels compelled to argue for the creation of a new artistic metfivorris defines two avenues
in particular that lead to a new, pastbist sculptural practice: through adherence to a gestalt
(elaborated mostly in Part I); and through a rejection of intimacy, leading to a public mode of
presentation, which involves rejecting details and their spaeding intimacy (as elaborated in
Part ).

In Part I, Morris explains that simple polyhedrons, corresponding toqireeptualized
shaped gestalt® allow the viewer to apprehend the object without having to accommodate any
formal dissonance. The bettéetcorrespondence between object and gestalt, the easier it is for a
viewer to see the sculpture instantaneously as a whole. The gestalt itselfgttought he obj ec
correspondencetherdtad o es not i tself constitut &é&rawhol enes

maxi mum resistance to perceptual separation, O

“Friedds advocacy for Caro helps to explain w
and Objecthood. o6 Bot h ar-examspte f thairsoen a€sthetio. a s C
“This is not to say o

t

a
that Judd and Morris end
| ater took exception to Morrisds writing,; al
work (there is even a picture of a Judd sculpture accompathenayiginal publication of Part |

in Artforum), Judd felt that many of the remarks could only be interpreted as attacks against him.
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sensations of colour to texture, scale to mass, etc., [they] do not present clearly separated parts
for these kinds of relations to be established insermo f  8*Earpsposnderice between a
sculpture and a gestalt denies the gaze the opportunity to dissect the object itself, but since form
can never be the only feature of an object, the gestalt can encourage objective wholeness, but it
cannot ensure itVe can make much of this in terms of Morris looking to create objects that
withstand the specular impulse of the masculine gaze. From this perspective, it is a coincidence
neither that Morrisds scul pture (aadéth much min
phallomorphic terms, nor that Morris is so concerned with controlling the terms of the encounter.
Further, as will be seen below, the role of ornamentation and seduction will figure prominently
in Morrisbds further ex phblenesainhisobjects.f how best t

Part 11 of HANotes on Scul ptureo explains t
the continuum of possible sizes there is a si
either extreme of this continuum lie the anment and the monument. Ornamental, small objects
are characterized by a sense of intimacy, whi
guality of intimacy is attached to an object in a fairly direct proportion as its size diminishes in
relation to onealf. The quality of publicness is attached in proportion as the size increases in
rel at i on®FooMoais publieneds is desirable, while intimacy is not. Intimate objects
fail because they inhabit a nompressed, bndt @fi s ess
e x ¢ | uw%Thevsecond of these terdnspacé is thematic, as we shall see. Intimacy is

undesirable because of its connection to detail; small scale transforms otherwise formal features,

““Robert Morris, TfiN®6es on Scul pt
“Robert Morris, fANotes on Scul pt
Robert Morriusl,ptiuNoet,eds 203nl .Sc

o O
NN
W N
o ol
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such as color and shape, into details, whichintwsnrdu pt t he obj ectds coher
explains, fiThe term O6detail 6 is used here in
understood to refer to all factors in a work that pull it toward intimacy by allowing specific
elements to separate fromthewhe, t hus setting up ¥elationshipf
Morrisdébs avoidance of detail and preferenc
body leads him away from an intimate mode and into a public one. Though publicness does not
itself seem necessafor wholeness, the disrupting impulse of the intimate mode impels Morris
to prefer the public as the dualistic opposite to intimacy. And while small, intimate scuptures
ornamentd ar e fAispaceless, 0 public monumerhéeat i ncorp
situation itself. This resultant spatial publicrissnecessary result of preserving wholeéess
also necessarily has temporal implications; the incorporation of the space around an object
requires the viewer to take the time to circulate througlsgrase.
Parts | and Il of H@ANotes on Scul ptureo the
one hand, whole forms correspond to gestalts, which provide instantaneous views of the object as
a whole. On the other hand, in order to retain its unityglgect must be large and free of detail,
which creates a spatial situation in which one of the determining factors of the artistic experience
is the intime circulation through the space around the object. Thus the new work has two crucial
characteristis: it is detadpoor sculpture, of a size with or larger than the typical male body; and
it corresponds closely to a simple geometric shape. The former&gutdaicnesd lends the
space around the object to thesttiation, which in turn requires thaetlexperience of the

sculpture occur in time, as the viewer circulates through the space. Thi teteald involves

Robert Morris, fiNotes on Sculpture, o 232.
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an instantaneous apprehension of the shape as a whole. Morris acknowledges and attempts to
retain this contradiction:
The constant shapd the cube held in the mind but which the viewer never literally
experiences, is an actuality against which the literal changing, perspective views are
related. There are two distinct terms: the known constant and the experienced variable.
Such a divisiondoes not occur in the experience of the [Baroque figurative] bronze
[statue]>®
In this sense, the contradiction is a positive, generative one (an inclusive disjunction), which
serves to produce a new mode of viewing distinct from the one inherent imgaBiit Fried, as
we shall see, isolates the temporal mode from Part Il and projects it on the entire minimalist
field. For Morris, though, time is always both the prolonged time of spatial expé¥ievita
Fried will dub theatricality§ and the instantanesu t i me of the gestalt. Mo
concer® that of wholeness does not resurface as a central theme in minimalist criticism until
much later, which is somewhat surprising since it is one of but a few direct connections between
Morri sos wrdibtsi ng and Ju
In the service of wholeness, we have seen Morris pare down form to singular, rigid
geometric objects, without even distinctive colors to draw attention away from the shape. Detalil,
too seductive and intimate to allow the viewer an orderly exper@ribe whole, has been
reducedtono®e xi st ence. Anna Chave would [ ater make
economy; for now we might merely remark upon
mi sappropriating perhapd elruze IMoirgdrsaysd svow Kr ka

of or referential to a sex whigeone. The earlier cubigterived compositional sculptures of

Robert Morris, ANotes on Scul ptur e, 234.
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David Smith are, under Morrisds anal yeers, una
into pulling them apanvith his eyes.

The problematic depjome nt of gender in Morrisoés writ.i
be picked up again in Chapter 5. It is necessary here only to remark upon the deliberate
modernist intentions expressed by both Morris and Judd. Bidtsaheorize positions for
themselves deliberately linked to the art of the recent past, and both see their work as exploring
new ground. For Judd, the history of art and the impossibility of both painting and sculpture lead
to the necessity of a newtdorm, an inrbetween sort of work: the specific object. From an
orthodox Greenbergian perspective, this is necessarlgryrostmodernist, so long as this new
art form is conceived of as a rupture with the past, located between painting and sdeiptare.
the position outlined by Habermas, Juddés wri
consider any given list of distinct artistic disciplines to be exhaustive. Indeed one might imagine,
as Judd does, the need, brought about through @gistjress, for new disciplines, just as
scientific progress has brought about new disciplines in the sciences. Morris, on the other hand,
founds his theory of new sculpture on a critique of Greenberg: in accepting the influence of
painting on sculpture, enberg unnecessarily contradicts his own modernist dictate that
scul pture exist autonomously from pcabisnti ng. F
work is best solution to the modernist dilemma of new, autonomous sculpture. Greenberg and
Fried, we will see, disagree.

Greenbergds and Friedds attacks against mi
what they considered to be minimalist work. While Rose and Judd sought to expand their
theories of new art to cover most of the new work domeguhe 1960s, Greenberg and Fried

singled out specific artists as minimalist, contrasting their work with that of painters and
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sculptors whom they preferred (such as Anthony Caro, David Smith, Frank Stella, Kenneth

Noland, and Jules Olitski). For Greenbg mi ni mal i sm meant Judd, Mor
but not all o of the work of LeWi tt and Smiths
seems unsure on this poitor Fried, Judd and Morris are his principal adversaries, though

Larry Bell and Dny Smith also receive some criticism.

Greenberg puts forward his most concise at
Scul pture. o0 This essay characterizes moderni s
Af-awut , 0 a term cheeewitbhoatpriavokadgafinovel ty
Greenberg found troubling due to its relation to the market and to middlebrow taste. For
Greenberg, minimalism, | i ke modeoruni,som,anids aisn s
there is a minimally psitive relation between Greenbergian modernism and minimalism.

Minimalism is found wanting, however, because the means interfere with trée ematsary to

the permissible exceptions to modernist dicta
eyesbecause it pursues the-faut in itself, through rational inquiry and planning. Thedat,

Greenberg says, must be arrived at intuitively. Thus Greenberg is dismayed at minimalism first

of all because of mini mal i senferaut, whichgdgesdot and del

succeed in overcoming minimalismbs implicit b
mediums, straddling the line between painting and sculpture, seemeddth¢ tfzing to do; in

actual aesthetic experience it has proventiu t h e %WBpupto sfiutret.hce r |, mi ni mal i

apparently deductive approach to artistic adyv

Cl ement Greenber g, @ Ranimalrt edeGregorywBaticdlc 1B6 pt ur e, |
186. Reprinted from the exhibition catalogdmerican Sculpturef the SixtiesLos Angeles

County Museum of Modern Art, 1967.

®Cl ement Greenberg, fAREIB®eNtness of Scul pture,
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Greenberg says, fAremains too much a feat of i
remains anidea,soe t hi ng deduced i nstClmthisnoment el t and di
Greenbergds critical system hingesdnodernt he r ol

artd is accomplished not by training or reason or planning, but by feeling and exploration.
Greenbeg uses this same system of va@uatuition over reasad to explain the failure of later
abstract expressionist painters, who were fita
deliberately dirtying their color, only to render what they did stdime st e®Ehisling ped. 0
of production is doomed to failure: AEquation
can only be fé& t and discovered. o

Il n short, we might say that Greenbergds ar
themd or rather their woré to be dishonest. (In a later essay on Anne Truitt, Greenberg accuses
mi ni malists of dissembling theiroufinromatther f e mi
| o o % Mirimalists took shortcuts. For this reason the contradidiient we en Gr eenber g
stance on minimalism and his earlier stances on permitting violations of his modernist orthodoxy
so long as the ends justified the violation is only an apparent contradiction. Minimalism, for
Greenberg, is guilty of treating the fantas an end instead of a means. That is to say that art is
meant to strive for the faout, but not deliberately or in calculated fashion. Anthony Caro,
Greenberg says, anticipates the routasiemdanl movem

i t s el tfit caéne tB him as a matter of experience and inspiration, not of ratiocination, and he

Cl ement Greenberg, ARecentness of Sculptur e,
2Cl ement Greenberg, fARecentness of Sculopture,
©Cl ement Greembergf SBetebhune, 0 185

85.
“Cl ement Greenber g, CmeninCyeenberg: e QobectddEssays t , 0 i
and Criticism, Vol 4288 291. Originally printed in/ogue 1968.
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converted it i mmedi at & Mipimdligmpomth@atherdand,is arfivedo a m
at by dint of deductive reasoning. Its artistic content is merely déag@corating an otherwise
inartistic endeavor. Truitt, too, fdAanticipate
it seems to me, mor e Efhsaomentss sfipartigulayintetrestan Car o
because in later accounts, Trugttaften categorized as a minimalist herself.

Greenbergds comments on the relationship b
not only because they help reveal the diversity that is often concealed behind the blanket term
Ami ni mal i s m. 0s alfcremphasizetive Mergen-fmmal concerns that often
moti vate Greenbergbs art <criticism. Greenberg
disregard for the importance of fodorwhi ch we see, for exampl e, in
compositio® aswe | | as with minimalismbés indifference
problem against which Greenberg sees himself defending modernist art is not the corruption of
painting by sculpture, but the invasion of art generally by middlebrow taste. Foh@rgeas
wi || become abundantly clear when we discuss
between those who have dedicated themselves to the understanding of art on the one hand and

the ignorant but moneyed masses on the other. Minimadisnerely the latest and most

ridiculous mani festation of #Anovelty art, o as
aesthetic value.

Greenbergds reaction to minimalism in ARec
understood as conservativeinunalism fails because it does not fit the standards of artistic
achievement that Greenberg sees as essential. Instead of adhering to the model of the
®“Cl ement Greenberg, fARecentness of Sculopture,

®Cl ement Gr eentmerseg, of ReScul pture, 0 185.
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spontaneously inspired artistic genius, minimalism appears as an art of senseless, deductive,
logical rigor. Michael Fried offers a more progressivibough no less scathiégeritique. In

AArt and Objecthood, 6 Fried continues sever al
directly engaging the critical writings of some of the most prominent scukecxiated with

minimalism.

With fAArt and Obj e c t-$caleocdtique Bedicaredisolélygdau nc hes a
minimalism®’ Fried settles on the term literalism, not minimalism, to designate the work of Judd,
Morris, and Tony Smith, and may have donénspart in order to distance his more limited
object of criticism from the extremely broad conceptions of minimalism put forth by Rose and
others. #ALiteralismo also helps to describe t
minimalism,aswe shallee. The conception of I iteralism put
Objecthoodo arises from a synthetic rereading
comments made by Tony Smith. Fried explores a number of concepts that he weaves together
into whatbecomes an early text on a generalized postmodern art, beginning his theory of post
modernityy and of course he does not call it thatith the position established by Judd in
AShape as Form. 0 We have remar ked ahbolvued dobns t h
and Morrisds aesthetic of wholeness. Continui
Form, o0 Fried contrasts this aesthetic with hi
modern painting, Fried says, is occupied in some importaniwita confronting the question of

shape and the relationship between painting and the literal support. Repeating his earlier

Mi chael Fried, 0 AArtand®bjedthoGdbFssaystarnd Revid@sitaga: n
University of Chicago Press, 1998) 1482. Originally published ikrtforum5 (June 1967),
12i 23.
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conclusion, Fried finds the literalist method of engaging shape too simplistic. By failing to take
up a sufficiently serious diatécal position, minimalism slips into the category of fast

minimalists produce not art objects, but merely objects:

The meaning in this coqareéext isf whtahel chhradie
objecthood. It is as though objecthood alone @arthe present circumstances, secure
somet hingbs identity, i f not as nonart, at

a work of ar® more accurately, a work of modernist painting or scul@were in some
essential respeabt an objecf®

To address the perceived threat of objecthood, Fried asks and then answers a theoretical
guestion:

What is it about objecthood as projected and hypostatized by the literalists that makes it, if

only from the perspective of recent modernist painting, antith cal t o art ? €

| want to propose is this: the literalist espousal of objecthood amounts to nothing other than
a plea for a new genre of theater, and theater is now the negatiof®of art.

Friedds concl usi on s e emsseemuoibé aesaliendannectonf i r st ;
between the production of namt objects and theater. To arrive at theéatehich is both the

true core of the essay and a concept that reaches well beyond minidnedisourse must be

made to the temporal, that dimensighich seems essentially excluded from both sculpture and
painting. Morris, as we have seen above, supplies Fried with the needed connection. But by
taking at face value Morrisodés i ntmpsralence t hat
unfolding, Friedoverlooks the opposite temporal médthe instantaneous apprehension of the

gestald that Morris insists must be kept in tension. For Morris the contradiction between the

instantaneous gestalt and the flow of time demanded by the public domain is geaarhtive

®®Mi chael Fried, flAr2t, aenndp hGibsjiesc tFhroioedd,00s. Not e h
extent confirms Morrisds objection that the G
sculpture to painting in a way that contradicts the axiomatic separation of the arts.

®Mi chael Frie¢ecthAod, and508b
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positive; Fried, on the other hand, undervalued the instantaneous temporality of gestalt, fixating
on theatrical temporality, as if the speed with which the viewer apprehends the gestalt renders it
formally uninteresting.

And in the publictemporalmed t hat domi nates ANotes on Sc
surely something of the theatrical; Morris the dancer and Morris the Fluxus performer can be
found in evidence. It may be too strong a sta
viewer throughtheir space the way a play leads an audience through a narrative, but this does not

seem to be what Fried wants to claim (though it is perhaps too weak a statement to suppose that

Fried means Atheatrical 06 in thenglendadgmetoapho
Ashowy, 0 even if the solicitation of attentio
instead quite specifically on an epistemol ogi

Scul ptureo focuses,enftriam | Fr iteodd snupcenr some d thiev ev,i
too little on the content of the art itself. (In his introductioltband ObjecthoodFried
explains theatricality asrmiseenscene f r om whi ch one could infer
in creating a event or making too much of itsefPMor ri sés theory is a the
confrontation between shape and the viewer, and his area of exploration is concerned with how
to control this encounter; content is not only extraneous, but distracting.

Fromthisgr specti ve, f@ANotes on Scul ptureo is ar
sensibility of AA B C Artodo and Rainerdés AQuas
60s distrusted expressive content for a number of reasons (a number perhaps athkarge as

number of artists); Morris would fulfill this criterion of cool but extend it by attempting to elide

0 Michael Fried Art and Objecthood40i 47.
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content altogether (the degree of sucgdssth for Morris and for minimalism generadly
remains an open question) . tTrh e acd o ntneercptoiroan ikteyt
Objectso seems thin, and it comes as |ittle s
appearances in AArt and Objecthoodo after Fri
Instead, Fried elaborates his positipndrawing on Greenberg and Tony Smith, whom he will
synthesize into a theory of minimalism genera
of Apresence, 0 put forth in his fiRecentness o

[ T] he presence of yhitheawicaleffect sriqualdya kindéfstags b a s i

presence. It is a function not just of the obtrusiveness and, often, even aggressiveness of
literalist work, but of the special complicity that that work extorts from the beh@lider.

This complicity, which Fed links to the bodily scale of the work, asks, or forces, the viewer to
participate in a scene that distances the vie
precisely this distancing thatakes he behol der a subjecah and ¢t he

o b j é*The dedivation, or at least explication, of this theory of theatricality is contingent upon

a flatent ¢é arfFotopwmogpMosmi &, Fried marshal
hisDieas exempl ary of minimalismdés relation to t
Q[ Morris]: Why didndot you make it | arger s
A [Smith]: I was not making a monument.
Q: Then why didnét you make it smaller so

A: | was not making an objeé{.

“"™Mi chael Fried, fAArt and Objecthood, o 155, em
Apresenceod was -cr icteindalaldebeatmres ndurritng t hi st
invocation ofthe er m her e, together with his approbat.i
appropriates presence, transforming it into a sort of pejorative term. See Frances Colpitt,

Minimalism: The Critical Perspectiv&eattle: University of Washington Press, 1990),73.
Anthropomorphism, to be discussed below and in a subsequent chapter, is also discussed by

Colpitt here, with similar results.

?Mi chael Fried, AArt and Objecthood, o 154, el
B“Mi chael Fried, fAArt and Objecthood, o 157.
’“Both Michael Fe d, fAArt andil®b/j; e catnldo Rb,b er36 Morri s, T
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Minimalistobjecs i n Fri edds view make use of their si
spatiality/temporality, by providing a fisurro
increasingly situational.

But what of those minimalists whose work is tmscale with the human body? How do
Andreds | ow brick scul ptures and Flavinds flu
important question; anthropomorphi@ntatent or otherwis@ is not the trouble:

[W]hat is wrong with literalist work is not thatis anthropomorphic but that the meaning

and, equall vy, the hiddenness of i tThe ant hr

crucial distinction that | am proposing so far is between work that is fundamentally

theatrical and work that is nott is theaticality that, whatever the differences between
them, | inks artists |ike Bladen and Grosve

[to become] the | oaded termo (Morris), Wi

Morris, Andre, McCracken, LeWittrald despite thesizeof some of his piecésTony

Smith/®
Thus while anthropomorphism is an important |
not a crucial component of Friedobs prevailing

above, by opdang up the condition of objecthood to the arts in general:

At this point | want to make a claim that | cannot hope to prove or substantiate but that |
believe nevertheless to be trugz., that theatre and theatricality are at war today, not
simply with nodernist painting (or modernist painting and sculpture), but with art as
suctd and to the extent that the different arts can be described as modernist, with modernist
sensibility as suct®

Minimalism then is symptomatic of a broader struggle in the arteSaful art seeks to defeat
theater, while theater undermines the quality of artistic practice and dissolves the barriers

bet ween the arts. AThis I s perhaps nowhere mo

228230. Clearly Fried and Smith mean quite dif
Smith is talking about here is much closer to
“Mi chael Fdi ©bj e@Ahboadno 157, emphasis and br
®Mi chael Fried, fAArt and Objecthood, 0 163.
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where the need to defeat what V/bdeen calling theatre has chiefly made itself felt as the need
to establish a drast i cal’lTheatkiisfapreblera notjustfa!| at i on
artistic production, but for appreciation as well. Fried writes,
For example, a failure teegister the enormous difference in quality between, say, the
music of Carter and that of Cage or between the paintings of Louis and those of
Rauschenberg means that the real distinaidmetween music and theatre in the first
instance and between pairgiand theatre in the sec@nare displaced by the illusion that
the barriers between the arts are in the process of crumbling (Cage and Rauschenberg being

seen, correctly, as similar) and that the arts themselves are at last sliding towards some kind
of final, implosive, hugely desirable synthe$is.

Friedbds t heor ¥y nankdthead it pedapshecrucia antical artifact
of the discourse on minimalism from the 1960s, and will continue to influence American art
criticism until the present day.i$lis a theory of minimalism as a part of a break with
modernism, though too he acknowledyes part by naming it literalisdh its debt to
modernism.

Frieddbs concept of theatricality covers a
polemical tone.Inlght of Friedds negative reference to
target of opportunity, simply the example of theatrical art that lies closesirtperhaps is the
most dangerous dothe modern art Fried admired most. Though he declines to canamen

Apost moder ni sm, 0 Fr Arteandd,Objéctihoodiconfirmsithe suspiciorutlat i on  t

5t

theatricalityd is understood as a threat to

"Mi chael Fried, fAArt and Objecthood, 0 163.
®Mi chael Fried, fAArt and Objecthood, o 164. It
not consoonaes wht BctiNpture. o6 Certainly some m

interested in creating new art forms in between the old, but Morris grounds his theoretical

writings precisely in the aversion to such synthesis, and indeed calls Greenberg toftaigor

to observe it with relation to abstract paint
in a hybrid space combining painting and sculpture, but rather in a new space that presumably
remains separate from other disciplines.
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As | said in a talk at the Dia Art Foundation in 1987, it was as though their installations
infallibly offered their audience a kind of heightened perceptual experience, and | wanted
to understand the nature of that surefire, and therefore to my mind essentially inartistic (|
should have said unmodernist), effétt.

The crucial points here are first,tbd ar i fi cati on that by #Ainarti st

an indication that in his view it isnly through modernisé that is by addressing the challenges

of formd that one can now produce successful art; and second, that universal, consistent

accessibity is fundamentally inartistic. This second point we will return to shortly. Slightly

further on in his introduction tArt and ObjecthoodFried indicates that what seemed at first like

a corrosive aberration soon grew at a rate far outpacing thécsitice x pect at i ons:
[ AArt and Objecthoodo] is nowhere near as g
my point of view; | don6ét seem to have i ma

art | admired would be all but submerged under an aviaéao€ more or less openly
theatrical productions and practices, as proved to be thé&%ase.

From this it is clear that the phenomenon Fri
i s postmodernism, and t hat nfa#thatcametddo®ibajee ct hoo
thel19708 art now fr equent |dyopedatedunderdthe 8gme condiiansitieat n 0O
Fried outlines for theatricality.

It should be clear that there are stakes here that go beyond the critical evaluation of art,
stakes thaéire not rare in polemical writings. Fried is interested in arguing not only that
minimalism is bad art, and not only that minimalists should stop producing such work, but that
the production of minimalism undermines or threatens modernism. In fact, thheocooconcern
between Fried and Greenberg for the preservation of modernism leads Fried to break with

Greenberg, precisely on the issue of minimalism. Both critics harshly disparaged the movement,

® Michael Fied, Art and Objecthood40.
80 Michael Fried Art and Objecthood43.
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and both saw it as a corruption of modernism, but Friedsalasain minimalism an allegiance to

Greenberg (indeed Morris was quite explicit about this, as we have seen above):
Wh a 't I donot guite say dtimougShh aipted sa si nHpdri
definition of reductionism, which no one could have failetetmbgnize as a paraphrase of

Greenberd is that precisely with respect to his understanding of modernism Greenberg
had no truer followers than the literalits.

This observation prompts Fried to alter Green

Fried, the goals of modernism in art are constantly shifting, contingent upon the latest

devel opments. As alluded to above, this is Fr

be preserved so that artists can pursue the unchanging truth of the rmeiditim, but in this

formul ation there is the risk of exhaustion,

progressive modernism circumvents this eventual demise by positioning the projects of

modernism in the flow of history. The formal cengs of Manet need no longer be the formal

concerns of Newman or Stell a. However, in spi

and Greenberg are troubled by the idea thét gododartd might be enjoyed by everyone

equal ly. Fr i e essibilitydsavhat leadsphim tofthe mfarnaoascformulation,

iPresent n &¢©slythe &aithfylracolyte of modernism is fit to receive the beauty of

successful painting. Greenberg, as we shall see, seems to agree, although he does not incorporate

theel ement of chance implicit in Friedbs fAgrace
Greenberg reacts to postmodernism by retrenching his own conservatism. In a talk

presented in Sydney, Australia, in 1979, Greenberg returns to a theme that has been operative in

his work sind€ahdses eadl Ki idohao: fi@etausen i sm as

81 Michael Fried Art and Objecthood36.
2Mi chael Fried, HAArt nd Objecthood, 0 168.
8Cl ement Greenberg, fAMé68ern and Postmodern, 0
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Greenberg is largely responsible for how we conceive of modernism in American painting and
sculpture, this brief talk is a useful artifact. Greenberg, who positions himself as an outsider in
thedisour se on postmodern art, identifies the #fAp
That is, postmodernism, as the term is used by critics in the 1970s (Greenberg points out that
artists do not seem to use the word) does not indicate an art that owenels after modern art,
but one that replaces it, Athe way the baroqu
the b&Theueroblem with postmodernism then, fr
modernism is not really done with. In order entbnstrate this Greenberg undertakes, once
again, to define modernism. Here Greenberg is at his most conservative, even going so far as to
distance himself from his earlier claim that modernism is defined bgisgtism:
A friend and colleague hadbeero a sy mp o s i-nuond earbnoou tl afispto sstp r i
him how the term had gotten defined at that symposium. As art, he answered, that was no
longer seHcritical. | felt a pang. | myself had written twenty years ago thatcsgifism

was a distinguising trait of Modernist art. My friend's answer made me realize as | hadn't
before how inadequate that was as a conveying definition of Modernism or the frodern.

Modernist art dedicated only to the project of seificism falls short of the more importaiask

of fending off the onslaught of middlebrow art. Instead of merelycsital, in light of

postmodernism, Greenberg sees modernism in terms of the preservation of art and of good taste.
fiModernism has to be understood as a holding operationtiawiog endeavor to maintain
aesthetic st anda r®sits eaniesyehrs, mddermisen wasfthretténedebp t s . 0
what Greenberg simply calls philistinism; against the philistines, art establishes an autonomous

|l ogi c: art f dtural autortordysof ast s Hoehled il theeautenomy of the

Modern and Post modern, o
Modern and Postmodern, o
Méad ern and Post modern, o

8Cl ement Greenberg,
8Cl ement Greenberg,
8Cl ement Greenberg,

ot 3t DN
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individual arts, and | eads to the for mal expl
recently, modernism finds itself challenged by foes more dangerous and difficult to identify
middlelrow foes.

What singles Modernism out and gives it its place and identity more than anything else is

its response to a heightened sense of threats to aesthetic value: threats from the social and

material ambience, from the temper of the times, all convéyedgh the demands of a
new and open cultural market, middlebrow dema&nds.

What Greenberg finds insidious about middlebrow taste is not so much its lack of refinement, but
its fAyear ni nfYBedinnimg withdluchaxmp dand Dada, aditics and tatwve
worked from within the space of art to undermine the necessity of difficult art. The creation and
appreciation of modernist art is, for Greenberg, a taxing endeavor, not meant for the lighthearted
or casual. But while philistinism attacked modemigom without, making the assailant easy to
identify, middlebrow taste attacks from within, in the form of art. Though Duchamp may be the
origin, it is Pop, in the 1960s, that ushers in the flood of middlebrow art that Greenberg identifies
with postmodern s m. A The nomoodoer od hhe Hpoestited and s
relaxing climate of taste and opfnion in whic
* * *

Greenberg and Fried offer explicitly modernist repudiations of postmodernism, but very
soon the dominant current of American art criticism would change courses, rebuking not
postmodernism but modernism. What is curious is that most of the structure of the arguments put
forward by Greenberg and Fried will be retained, while the values wid hee r s e d . Foster

AThe Crux of Minimalismodo will be the centerpi

Modern and Post modern, O
Modern and Post modern, O
Modern and Post modern, O

8Cl ement Greenberg,
8Cl ement Greenberg,
8Cl ement Greenberg,

ot 3t DN
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before proceeding to this landmark essay, a detour through two earlier texts is necessary.
Douglas Crimpbés fAPiI ct uAlelsedg arnidc &lr ali gp Wwseends 6cf f
relevant positive theories of postmodern art,
Object*hood. o

Douglas Crimpbés fiPictureso offers an extra
written withtheinteh of def ending and analyzing recent T
overstates Fdsiuvegdgiess tpiensgs itnmhiastm AArt and dObj ect ho
Crimpbs attention to Friedébés diagnosndaionof a n
for discussing much of the pictorial art of t
since the works scrutinized, though representational, are, from a formal perspective, neither
paintings nor photographs. Instead, though theyeshat he common f eature of
straddle two or more art forms, making productive use of the instability this entails. Like
minimalist sculpture, the work of Cindy Sherman, Jack Goldstein, and others constantly indexes
multiple media, thwartingrey strict modernist formal reading. Further, and of even greater
i mportance to Crimp, this new work refuses to
exemplary: as Crimp points out, the stasis of photography is challenged by the clearly cinematic
settng; the dramatic narrative places the work in time. But, simultaneously, the refusal of the
narrative to advance fractures the totality of the work. In this analysis, Crimp comes upon an

element of postmodern theatricality that Fried overlooked, and wghrels much of sealled

PDougl as Cr i mpArtAftérModernisnt. Rethinking Representatied. Brian

Wallis (New York: The New Museum of Contemporary Art, 1984),i188. Originally

published inOctober8 (Spring 1979), 78 8 . Craig Owens, A TdwardaAl | ego
Theory of P o sArtAfedveodemisn®03,236. Qriginally published i®ctober

12 (Spring 1980), 686, andOctoberl3 (Summer 1980), $80.
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post modern art i1its vitality: fragmentation. W
ALIi ke ordinary snapshots, they appear to be f
fragmentation is not that of the natural continuuot,df a syntagmatic sequence, that is, of a
conventional , s e’pSimdanly thedtheatrieatitp Friedaderitiftes/in 0

mi ni malism must be understood as fragmentary,
move about or serve any syntaggin narrative function. However, reading the sculptures of Judd

or Morris as fragmentary must to some extent contradict the vision these artists had of their own
work, since both artists were concerned (Judd obsessed) with unbroken totality. Which side of

this contradiction one falls upon hangs largely on whether one accepts, as Crimp seems to,
Frieddbs charge of theatricality. After all, C
postmodernism lies in its theatrical dimension: unlike actual theater, nisnm@nd other

postmodern arts) insists upon splitting its identity between sculpture or painting on the one hand

and theater on the other.

The reader may, at this point, wonder why
fragmentation oftmeand®tl i t y deserves the title fApost mode
himself suggests, numerous precedents for this sort of artistic output well predating the 1970s?
Fried suggests Cage, for exampolmy mindbettdr whi | e C
consideed as antdisciplinarityd may lack the formal precision of Sherman work, there are

surely other examples: Satie, Duchamp, perhaps lves, in a strange way. To this Crimp responds

t hat Friedods idea of moder ni s m iisusefuluot one amo
consider t he works discussed in APictureso as
“"Dougl as Cri mp, APi ctures, 0 181.
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(This recalls Rosebs Duchamp/ Mal evich | ineage
more or less direct relation to Ameriéathat is to say Gredergian and Friedi@ modernism,
and the aesthetic and for mal break el aborated
succession, and validates the Apost. o However
greater extent afraid that the influx aigtmodern art would lead to an insipid pluralism of bad
taste, Crimp insists this is not the case. Cr
goes, 0 but only of Amodernism must go. 0

Although the pervasive indifference to quality feared by Giveeg may never have come
to pass, it is certainly true that postmoderréisiike modernism beforedt entails a broad range
of styles and techniques. Unlike architectural modernism, modernism in the other arts is
tremendously diverse, and postmodernism enewore so. In spite of this, Craig Owens
suggests a unifying characteristic for post mo
argues characterize postmodern art and distin
postmodernist art may in factbeideft i ed by a single, coherent i m
allegory®? From this alone one can deduce both that Owens does not advocate for the separation
of the individual artd8 since allegory is typically a literary endea®oand that Owens has
altered the dinition of allegory somewhat since minimalism, which Owens includes in this
definition, is not literary.

Though he avoids an explicit definition, Owens provides a few characteristics common in

allegory. The first recalls Fried and Greenberg to some ixed appears in Crimp as well:

iLet us say for the moment that alled®ry occu
2Craig Owens, fThe Allegorical I mpulse, o 209.
BCraigOwens, AThe Allegorical | mpulse, o 204.
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Some of the examples proffefedhe relationship between the New and Old Testaments, and
Jorge Loui s Bor ges 6oftheRQixotedd adleere Mone ar tesk, to tiiewaboo o r
against interdisciplinarity laid out by Greenberg, but most do not, and it is precisely in what
Owens considers their allegorical moments that they break this taboo. This is to say that what
Owensindicatt when he says that @Aone text is doubl e
over the disciplinary boundary and interact with other media.

The all egorical work Owens is interested i
takes placevithinworks o f° Qavens goés on to enumerate several way that contemporary
works of art exhibit this sort of allegoric mode. These include: appropriation, as in Troy
Brauntuchdés use o-bpediicity, found id the wibrk @ RabertGmithsors; fot e
example; which is related to impermanence, exemplified again by Smithson, and also Eva Hesse,
both of whose work has decayed over tLevene; acc
discursivity; and hybridizatiof? (These last two seem to overlapreewhat, particularly since
Aln allegory, the i mage i 8 wrdinglcamposed gficongrete; and
i ma g ¥ Bhe glace of minimalist sculptueexcepting Andre and LeWit s left for the
reader to decipher, and reasonably so, simer s 6 s concern is the work
1960s. To the extent that Friedbdés charge of t

must be allegorical, since it engages in hybridization. Accumulation is also common, not only in

Andre butin Judd, Morris, Flavin, and many others. Accumulation also entails, Owens argues, a

%“Craig Owens, AThe All egorical | mpul se, 6 205
®Craig Owens, f@dAThe APROB.egorical | mpulse, o 205
%Craig Owens, @dAThe All egorical | mpulse, o 2009
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preference for logic over reason, an epistemological shift that James Meyer finds quite important
to minimalism in the visual arf&.

It must strike the reader as oddtthawhere in this formulation does the question of
moralism appear. Indeed, Owens largely limits his comments on madattsah quality that is
often considered central to allegdryo his history of the common modernist proscription of
allegory®® Although atists from Poe to Manet derided their contemporaries as allegorical
explicitly because of allegoryds propensity t
the new, postmodern art must be moralistic. He does, however, argue, particularly in
Raush enbergbés case, that allegory often carries
(Rauschenbergbés work, in order to c¥Th¢i que th
guality of complicity implies some moral stance, and we might infer from this that
Rausce nber gbs work (as well as Cindy Sher manobs,
who are also discussed in similar fashion) entails some sort of moral. So why is Owens explicit
about Manetds dismissal of Cour bdingtesdiseussl egor i
moralism in postmodernity?

The answer | would like to propose is that for Owens, the allegory in modernity may
have been attacked because of its perceived moralism, but the root of this modernist dislike was
because it was considered slgopental. Allegory brings into the work of art an element that is,
from the modernist perspective, meant to remain without. From the Greenbergian perspective

this makes quite a bit of sense: if allegory necessitates the doubling of one text in another, it

9 James Meyemlinimalism: Art and Polemics in the Sixtj@51 and elsewie.

®0Owensds inclusion of Jorge Luis Borges in hi
proscription against allegory was by no means successful.
®Craig Owens, f@dAThe AP2D.egorical | mpulse, o 223
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likely involves the blurring of artistic media, and the presence of these other media can only be
seen as excessive of the purely i mmanent conc
reading of Friedian and Greenbergian modernism suggests a reversalubtbeeading of
Wollheim. From a pranodern perspective, the work of deciding when to end an abstract work of
art appears as supplemental to the traditional work of accumulating brush strokes on a canvas.
From a modern perspective, however, with an eweatd the privileged space of the proper
artistic medium, it is representatidror any allusion to literature or other disciplibethat
becomes supplemental.

Of all the critics discussed thus far, Owens is surely the one who most closely resembles
a culural postmodernist, even though he does not discuss culture itself. Though he is a theorist
of postmodern art, his work draws heavily on what increasingly became known as postmodern
phil osophy. Derridads i nfl uenc®©wensdiscpssesthe cul ar
suppl ement, we should understand it in the co
from the Derridian lexicon, and the ease with which Owens argues for comigdityourtin
postmodernism derives from the general decanste stance that complicity is unavoidable.
Indeed, both complicity and supplementality are the sort of imperfections that, from a
deconstructive point of view, dwell everywhere; their ubiquity is such that they cannot, in any
useful sense, really beeseas imperfections. From this perspective, if one argues, as Owens
would seem to, that postmodernism distinguishes itself from modernism through its complicity
and embrace of the supplemental, then one is left to wonder about the role of complicigy and th
supplemental in modernism itself. Though Owens does not directly address this problem, his
argumentation inexplicitly supports a claim that postmodef lagginning with minimalism

and its contemporaridsengages in a critical relationship with complicyd the supplemental
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in a way that proper modernism does not. This is in direct contradiction to the observation of
Greenbergds anonymous friend, whancdtieat!| ar ed
To a certain extent, all of our commentators adernism and postmodernism have been
concerned with culture at large in addition to art specifically. Owens makes this interest explicit
by discussing questions of complicity, suggesting that the new role of artists in a postmodern
society is to interact ith the world around them. Greenberg, who stood firm against this vision
of art, was also motivated by cultural concerns, but while Owens establishes a theory of ethical
art, Greenberg argued that art could only be-ettwcal. Ethical concerns were suppkntal to
form and can only be jettisoned. In the 1980s, the question of the ethical in art became
unavoidable, with the influx of neoconservatism. Habermas identified this struggle in

architecture, and we have seen how German critics reacted to neoosnar(frrom a strict

p o

Greenbergian perspective, Haber masdéds argument

that it is politically dangerous does not go far enough. For Greenberg it is not a question of good

politics versus bad politics: all politiis art is bad.) Speaking broadly, one can discern two

trends in the 1970s and 1980s, both of which are termed postmodern. Habermas and the German

critics see an uncritical return to traditional techniques, while Owens, Crimp, and others see a
new sort oimmanent criticism, an art that occupies its place in dialogue with the external world.
Hal Foster addresses these two postmodernisms through recourse to culture. The
regressive postmodernism Habermas contends with is a postmodernism of reaction, etdsich se
to return art (and culture generally) to a

terms a postmodernism of resistance, specifically resistance against the statiSogeenberg

WHal Foster, iPost mbhdinti-Aesthetimixi xvAespeciadlyf xixic e , 0 i
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was unable or unwilling to accept any postmodern art &tang characterizing all of it instead
by the reactionary middibrow desire for relaxation and ease of comprehen3iom resistant
mode, on the other hand, is involved in a battle not unlike the one which occupied Greenberg for
so long. Neverthelesssistant postmodernism remains stubbornly-@néienbergiad and in
this sense anthoder® in its insistence both on the collusion of media and on the participation
with culture at large. Resistant postmodernism is not pure, and indeed surely critigiyes puri
through its insistence on complicity.

Indeed, just as minimalism served Greenberg and Fried as a ripe battleground for staking

out the claims of modernism, Hal Foster returns to minimalism to argue for the merits and

historical gravity of early postmoden i s m. In AArt and Objecthoodo
as exemplary of what we now call a postmodern
art of his time; in AThe Crux of Minimalism, o0

exemplary, bt originary*°* Minimalism, for Foster, occupies the privileged position of both the

logical conclusion of modernisandthe beginning of postmodernism. The first claim is fairly
uncontroversial, especially in relation to Greenbergian modernism, and iisrahby Fried

and others. Mi ni mali smés commitment to reduct
conclusion of a modern art dedicated to discovering its own pure essence. By placing

minimalism where he does, Foster implicitly legitimizes a narratrical model of history,

both in the specific instance of Greenbergian modernism leading up to and concluded by

YiIHal Foster, @AThe CheRaturnoofthe Retamibnidge,iMAIMITO i n
Press; 1996), 3%8. Revised from an earlier article by the same titlndividuals: A Selected
History of Contemporary Art1t945 1986(New York: Abbeville Press, 1986), 1i6P33.
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minimalism, an@ perhaps more problematic for his ensuing claims for postmode&ynspost
minimal narrative of the progression of art sinoe 1860s.

The second half of Fosterds Acruxo places
post modern field for art described by Owens a
Objecthoodo has done much of t he indhearts,maiwor k i
as such it is strategically sensible for Foster to build his argument on this foundation.

Transitively, Foster also necessarily relies on Morris, who enjoys, at least within this framework,

a paternal position. FriegiteratesM o r r imphasss orethe space of the encounter, particularly
including the subordination of the work of art to merely one factor amongst many, amounting to

a fundament al change in the Asubject/ object t
arts to a coupted, theatrical encounter. Thus for Foster, via Morris and Fried, minimalism
fundamentally changed the spatiality of sculpture, from an anthropomorphic gesturism (what
Morris read as scul pturebds | at e-specifcceecpuatard e nc e
(which Fried called theater).

Foster, though, has an interest in recuperating minimalism, both from Fried and from the
neoconservatives and negpressionists of the 1980s. In recuperating, Foster brushes aside both
Morrisds devalmuanidokrroreddsbdeval uati on of min
the position of the subject in minimalism. Foster centers the question of the subject by arguing
that minimalism is the story of the fideath of

[ 1] n 1966, a neswbspadce teff miiobj ectaicknowl e

suppression of anthropomorphic images and gestures is more than a reaction against the

abstracte x pr essi oni st model of art; It i s a fHde
call it in 1968) that is at thsame time a birth of the viewér.

12Ha] Foster, AThe Crux of Minimalism,o 50. It
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With this claim Foster moves the debate about postmodernism into the realm of subjectivity.
Signs of a displaced or disturbed subject pos
more generallyinthe apéixpres si vi ty Rose theorized in AA B C
Mor r i s 6s onandperimapslali nsimmalisinentails adifferent less expressive role for

the artist than did much of the work that pre
suggestsaort of concealed authorship. Webve discu
somet hing other than dramatic narrative. Frie
architectural than narrative; Fried finds in minimalism the site @téneas if the gallery had

become a sort of stage.

JeanFrancois Lyotard puts this traditional mode of theater in terms useful for reading
Foster: ATheater is the pure case of mimetic
remains hidden, apogoial. The dithyramb, on the contrary, is a direct writing, which conserves
the traces of th¥®Lyatubahddosicéadiddgesbocl assic
Frieddbs reading of minimalism: i n sisontthe cases,
relation between the scene and the audience obscure the role played by th€“dattiae.
contrasting cagethe case of modernist painting for Fidethe agonistic struggle of the author

is directly present in $hEeEowmokt it bughmBni é é&:

essay did not influence this turn of events, but rather that both Barthes and minimalists more
generallyver e responding to the same cul tural chanc
A ut hlmageMusicText trans. Stephen Heath (New York: Hill and Wang, 1977)j 148.

103 JeanFrancois LyotardThe Differend: Phrases in Dispytieans. George Van Denbheele

(Minneapolis: University of Minnesota Press, 1988), 22.

YaBut its [6Art and Objecthood6é] chief motiva
experience of literalist works and exhibitions during the previous several years, in particular my
recur ent sense, especially in gallery shows dev

singular effectiveness asiseenscéne 0 Mi c¢ h @redndObjecth@od4.
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agonistic wrestling with form and material). For Lyotard it is clear that there is still an author of
sorts for theater, although the structure of the genre necessitates or effects his or her obscurity.
(Hereonemight ecal | Greenbergds insinuation hat mi
However, we ought to keep in mind that the classical allusion is perfectly consonant with
Barthes, who too alludes directly to Greek drama as a precedent for scriptorialhather t
authorial literature; for Barthes the death of the author is not a literal lack of an author, but a
displacement of this last and a refutation of its claims to both origin and originality.

Foster, though, pursues the death of the author in termsediffier those put forth by
Barthes. To understand how Foster takes minimalism as the crux of postmodernism, it will be
necessary to explore how Barthesods theory of
appropriated; Bar t hse sdoisf fiiedreeantth forfo mi hFer eaduet rhiocr 0J
subject, and Jameson is much mod¥®RrRutsimply, pl ay i n
Barthes argues for a critical epistemological change, largely on the part of scholars, but involving
writers as well, tht is relevant tall periods of artistic production. Of course, scholarly and
critical work does not take place in a world separate from writing (or in our case, painting and
sculpture). Barthes puts forward several examples of writers who he claim®itaea

distance between the author and the work, and have done so in their work itself: Mallarmé,

Val ®r y, and Proust. I't is in this fashion tha
critical. Bart hes 6s legcal blidepwhichthhsdo dawiththeo r i s an
problem of the transmission of meaning, and I
5Cl ement Greenberg, ARecentness of Sculptur e,

106 Eredric JamesorRostmodernisior, the Cultural Logic of Late Capitalist@urham: Duke
University Press, 1991), 145.

126



MINIMALISM AND POSTMODERNISM
the Authoro is perhaps too dramatic a titl e,
into a more polyseme approach to reading and writing. Elsewhere Barthes describes the
conditions of his time:
The break, as is frequently stressed, is seen to have taken place in the last century with the
appearance of Marxism and Freudianism; since then there has b&ethao break, so
that in a way it can be said that for the last hundred years we have been living in repetition.

What History, our History, allows us today is merely to slide, to vary, to exceed, to
repudiatet®’

With this in mind, one is tempted to declénat, far from being a theory of the postmodern,
Barthesds work is a theory of modernity, but
Jameson, in contrast to Barthes, is arguing fasrdgalogicalchange, in which the
cultural mechanics of late capitalism undere and decenter the modern subject, altering its
constitution:
(Of the two possible formulations of this notion [the death of the subj¢led historicist
one, that a oneexisting centered subject, in the period of classical capitalism and the
nuclear &mily, has today in the world of organizational bureaucracy dissolved; and the
more radical poststructuralist position, for which such a subject never existed in the first
place but constituted something like an ideological miagebviously incline towadt the

former ; the | atter mu s t in any case take
appear®nce. 0)

For Barthes, posttructural theory reveals that the subject has been dead all along; for Jameson,
postmodern theory reveals that late capitalis® orn the subject apart. How these two different
theories come to bear on minimalda nd on Morri s in particular,
representative for the field at ladgavill be better understood by interrogating several key

dualisms in Fosteré6s theory.

"Rol and Barthes, 0 MfageMusitNext 55156 Text , 0 i n
108 Frederic JamesoRostmoderismis.
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Fost erds argument gains much of i1its force b
art and postmodern culture. The founding moment is postmodern art, and the work done by
Fosterds use of dvualities bri dgetsgorywdi@ilturegap t h
The journey from aesthetic to metaphysical co
ANotes on Scul pture Parts | and I1,0 and is b
literalness. Foster believes that he haglbhaorris in a contradiction, and that that
contradiction reflects the dual status of minimalism with relation to modernism and
postmodernism:

[ M]inimalism realizes [ according to Morri

scul pture é wnhategqgiutalhlayv & iittesr aol space. 0 At

contradictory, for its two adjectives conflate the positions held by Greenberg and Judd
respectively: the demand for autonomy and the demand for literalism. Yet this is precisely

how Morris £es minimalism, as a provisional resolution of this contradiction, for he
defines its unitary forms dmthautonomous and literaf?

Fosterds analysis is compelling if we underst
between sculpture and its magdity.*'° Painting, for Fried and Greenberg, is autonomous in this
sense because it is opticdl But it is exactly this kind of autonordyautonomy from

materialityd that Morris argues is inappropriate for sculpture, precisely because it prevents what

isforhim a more i mportant autonomy: scul pturebds a
David Smith, and other sculptors who relied o
109 Hal FosterReturn of the Realtéi 47. Quotation from Rab r t Morri s, ANot es 0]
Parts | and I1,0 emphasis Fosteros.

YWhen Foster says fiat first glance, o he indic
but that it (the contradiction) inhabits the
NlrShape as Formo makes much of the increasing

autonomy and opticality of painting and its very definite materialitythis case, its framing

edge. Successful painting, Fried says, will overcome this mategassity; minimalism has

presence because it cannot engage its materiality, while successful art has presentness because it
can.
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to, too corrupted by painting, and is therefore not an autonomous art fadm¢cassed above,
Morris takes Greenberg and Fried to task for supporting this blurring of media boundaries.
Indeed, since Morris is arguing for a new form of sculpture that is ddtenttonomoud from
the illusionistic and optical exigencies of paintirigeralism and autonomy are not only Ron
contradictory, they are concomitant.

But Fosterdéds misreading of Morris has i mpo
because it extracts fANotes @nmasaShearyopstuipture o fr om
separate from paintidgand applies it not only to art at large, but to-eapitalist culture. This
transition is supported by a related pair of terms: transcendent/idealist and contingent. The
autonomy Foster understands Morris to claim for minimalsthe autonomy of the artwork
from its own materiality, which is in turn an
situation. For Foster, minimalism fundamentally changed the spatiality of sculpture from an
anthropomorphic gesturism to a contingesite-specific encounter. In this dualistic model, there
is either Athe transc®odeminali mapasmoésframdideah
AThus, far from idealist, minimalist work com
contingency of pe ¢ e p t*3Buot this taises two problems: first, Foster grants too much to
moderni smés claims to transcendence; and seco
Foster overlooks the possibility that minimalism claims #ilaért is contingent). fiese
finessing gestures work in favor of a model 0

transformation the viewer, refused the safe, sovereign space of formal art, is cast back on the

12 Hal FosterReturn of the ReaB6.
113 Hal FosterReturn of the Rea#O.
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her e an d“Botovevmightinstead claim that minimalism for¢ks acknowledgement
that the perceived safety and sovereignty of art is false; the achievement of the illusion of
autonomy is contingent upon the institution of the art gallery and the museum. If minimalism can
function as a cr i otragscerdentd, it paoblématezes the \ery distirctiom n st
between transcendence and contingency; dismissing this problematic implicitly endorses
Greenbergian modernism (while keeping it in its historical place) and puts to one side the
historic context in whih Barthes places his theory of the scriptor.

Aligning himself with the notion of minimalism as a new sort of encounter rather than a
critiqgue of the already existing paradigm, Foster implicitly adopts a Jamesonian conception of
postmodernism. Not mereln epistemological critique, or even an alternative epistemology,
minimalism for Fosté¥ like postmodernism for Jamesbmshers in awntologicalchange in
the structure of the subject. {chMitaeasanflaest er st
moderni st art, but its analysis tends toward t
referring to the ontology and epistemology of the artwork, not the subjade might
paraphrase Fosterds claim by s @yeiofthg artwbrlat mi n i
brought about an ontol ogi cal change in subjec
forefront when discussing the role of the subject and what changes minimalism ushered for that
role. While an orthodox application of Barthe@suld limit minimalism to the critique of

subjectivity and art offered above, Jamesonods

ontological change in the subjective situation.

114 Hal FosterReturn of the ReaB8.
115Hal Foser, Return of the Reali0.
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Foster argues that Athe stake odtatusafthe mal i s
subject, both of which are held to be public, not private, produced in a physical interface with the
actual world, not in a n¥Thateminimaigmalistancesifselfi d e al i
from abstract expr déeadeterminacysoim@eaningpwas madd cleay ealyg o f
on by Barbara Rose, and is most readily visible in the nearly uniform absence of emotional
expression in minimalist work (Truittds work
criticism of minimalism, to b discussed below, offers a useful, larger scale critique of this
presumption) . Further, Morrisdés focus on the
mention interpretation, indicate some discomfort with determinate meaning. However, iitgs goi
too far with Morrisés writings to interpret h
furthering a critique of phallocentrism, or the privileging of the engendered subject. In terms
native to Fosterodés essaypriNeregse Oor csbpt st a
than to deny it. As discussed above, Morrisos
work of art, but from removing the viewer from a position of interpretive authority. The focus
here ought to be (but foroBter is not) on the public/private distinction, not the meaning/subject
problem!” Modernist art is fertilized by the problems of subjectivity and meaning (by
phall ogocentrism, respectively), and mini mal.i
distinguish it from its modernist antecedents. Further, because minimalism relies on the
experience of an object by a vie@eand not just any viewer, but a coherent and rational ahe

cannot convincingly question the validity of a subject, though theudtstf expression may

116 Hal FosterReturn of the Rea#O0.

117 Foster sweeping past the crucial public/private duality in favor of the problems of meaning

and the subject is perhaps the most conspicuo
effeminizing tropes.
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plausibly be read as a critique of the possibility of meaning. Foster goes on to contrast

mi ni malism with Aa mental space of idealist ¢
modernism. But a good reading of Fried reveals thatmaiadnor at | east Fr i edods
understanding ofd is far from idealist, and only essentialist in strategic terms (the essential
requirement for art are seen as historically contingent and mutable). So surely minimalism is not
purely idealist, but neither is mastodernism.

Whatever the enabling gestures, Fosteroés w
retelling of AArt and Objecthood. o Like Fried
minimalism, and, also like Fried, Foster sees mingnakhs exemplary of widespread and
sweeping changes in the arts. Ulti mately each
transcendent/contingent, private/public, and even dualistiglnafistic) maps cleanty perhaps
too cleanly onto an overarchingair: modernist/postmodernist. While Foster is inclined to
isolate minimalism, perhaps due to its lasting prestige, as the proper beginning of postmodern
artistic practice, it is useful to recall that for Fried the problem presegtatdrimalism is found
earlier in Cage, and that for the Greenberg o
disruption of modernism in the 1960s is Pop rather than minimatfsiameson, for his part, is
inclined to see Cage as the original postmodernist, and Foster himaaifh the insists on
minimalism as the proper origin, suggests Duchamp as the historical precedent.

Ultimately by weaving postmodernism and minimalism into one another, and by placing
minimalism in a generative position in relation to later postmodern peactoster makes out of

minimalism a new classical period. Habermas explains that modernism marks a fundamental

18Cl ement Greenberg, AModern and Postmodern, O
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change in our relationship to the past. The work done by Foster to initiate minimalism as the first
postmodern movement, the one to which subsetjart owes its ability to innovate, effectively
replicates Habermasdés model of modernism, ope

the now more distant minimalism. In part because this does nothing to address the claims made

inrespecttoautherhi p and subjectivity, and in part bec
guestion of artisasc r i t i c , Fosterds modernizing of the p
juncture, be considereda-geo st moder ni zi ng. That implcitly say, w

retains a structure central to Habermasian modernism, it also incorporates claims central to other
theories of artistic, cultural, and subjextented postmodernism. In effect Foster unwittingly
demonstrates the diversity of postmodern theangeshis vision of minimalism manages both to
confirm Habermasian modernisand Jamesonian and Friedian postmodernism.

* * *

Whatever our understanding of Fosterds ATh
minimalism in the plastic arts plays an ionfant role with respect to the development of our
understanding of American abstract art in the twentieth century. With the possible exception of
Pop Art, no other development in the visual arts seems to have posed a greater challenge or
threat to an in@asingly institutionalized practice of modern art. As we have seen, part of the
perceived threat minimalism poses to modernism is formal. If modernism in the plastic arts is a
project of the elimination of components that are supplemental or foreignrteettiem, then
the works presented by minimalist sculptors (for it was, as we have seen, the sculptors and not
the painters who gave Fried and Greenberg the greatest consternation) were arguably the most
logical and relevant of new modernist works, as maitics of the time, including Fried

himself, saw. Nevertheless, the leading supporters of the American modernist tradition rejected
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minimalism heartily, and while their disdain was likely motivated initially by taste, their
arguments against minimalismvadve around other factors.

One of these factors, which returns in sli
gl eaned from Roseb6és AA B C Art. o Minimalismr
expression. We will explore in a later chapter whetherod this is the perfect word for this
phenomenon, but for now it is efficacious to suggest that what Rose called an avoidance of
expression could just as easily be termed the
new work in the 1960s exhisithis characteristic, a fact acknowledged by Rose and Greenberg
alike }*° but minimalist sculpture carries this to an extreme, in many cases employing factory
made obijects, either of the custonade (Judd) or stofteought (Andre, Flavin) varieties.

Minimalism, more than any of its welihown contemporaries, is an industrial art, and the
expressive presence of the artist is almost completely absent.

Greenberg disliked minimalism in part because it relied, he said, too much on rational
thought, too much on dection, and not enough on feeling or intuition. Minimalism gives the
viewer the impression that the artist is not emotionally involved in the creative process, but that
he or she is merely manipulating (or worse, arranging) materials. What might strileatier as
odd about this is that here too, on a material rather than a formal level, minimalism adheres to
Greenber gdbs moder nidsftonemneads miairhalismes modérdisti mal i s m
understands artistic expression to be foreign to the medium lptw®y while Greenberg
implicitly considered expression to be a proper part of any artistic medium. Thus from the

minimalismmodernist perspective Greenbergian modernism has retained too strong an

19Cl ement GreRaberegrl| yiPAlsstraction. 0
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attachment to Romantic conventions. This is not to sdythkaole of the artist is supplemental

to the production of art, but that the presentation of artistic expression, through the depiction of

the artistés unique touch, i s.
A further peculiarity arises then when we
posmoderni st practice is a return to the suppl e

definition of postmodernism would suggest that while minimalist sculpture was diligently
eradicating every feature excessive of its medium, it was also embracing postmoslan6 s n e w
impulse toward allegory, and therefore toward supplementality. The purging of supplements
reveals the inevitability of the suppleméfftThe solution to this dilemma is suggested above:

that the sorts of characteristics enumerated by Owensragihdicative of allegory at its

simplest, complicity and supplementadityare not unique to postmodern art, but are not

obscured by it either. In many cases this may be, to risk the intentional fallacy, because the
allegorical qualities of the art are méambe seen. In the case of minimalism, especially as
described by Fried in AArt and Objecthood, 0 t
surface depend upon, as Morris puts it, the lack of domestic detail. In minimalist sculpture the
supplementiatheatrical critique or disruption (depending upon which critics one prefers) of the
relationship between the work of art and the gallgwgr arises in large part due to the

conspicuous absence of the expressive signals lamented by Greenberg. Whept Wesachore

or less deconstructive line of thought, minimalism in particular and postmodernism more

20This reading would also agree with Owenséds g
frequently stresses the unavoidability of the supptentgee especially Jacques Derritlag

Truth in Painting trans. Geoff Bennington and lan McLeod (Chicago: University of Chicago

Press, 1987).
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generally reveal that the | ogical result of A
encounter, foregrounded in minimalist sculptusesupplemental to the medium.

Anot her i mportant concern made explicit in
and postmodernism (and a possible explanation for why Greenberg focused on Pop and not
minimalism when discussing postmodern art) is its pajiyl Many of the critics discussed
above exhibit some level of anxiety about the quality of the art they review, but few ever match
Greenbergds explicit worries about the middle
perhaps but the bestknowho t he string of popular fAnoveltyo
than Greenberg thought they deserved. As Greenberg himself notes, however, novelty did not
begin with minimalism; these perceived assaults against good taste occur throughout modern
history. Perhaps the most notable such incident in music history is the dramatically mixed
reception of neoclassicism, seen at its most negative in polemics penned by Schoenberg and
Adorno. The musicologist Makis Solomos has discussed the similarities behee®eceptions
of postmodernism and neoclassicism in music, noting in both instances strong evidence for what
he calls antimodernism or premodernésma regressive reaction against the advances of
modernity in the art§! In the case of postmodernism, Soloraogues that this reaction takes a
vari ety of f or nBnfonigdwhiohrSol@nes considess mdder @stmodernism,
indicating a closer, generative relationship
of resi st anc e @jstminimalism]whitmSoléntba fmds insurably regressive,

call i ng 1t ft hecosservative revolatiqtiat nvaked ¢ha WS daring theh e

2lMaki s Solomos, fAN®ocl assi sme et Mgsorgiat5mo.der ni s
3/4 (1998), 91107.
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Reagan *3(edharasnsG under Solomosds reading, bel on
postmodernism.) Earlmi ni mal i sm, here termed ficlassic, 0 S
spectrum from approbation to contempt. Solomos, to some extent, establishes a position for
musical minimalism analogous to the place Foster establishes for plastic minimalism, though
Solomos denies minimalism as an origin for postmodernism. Determining whether either Foster
or Solomos is correct (or indeed whether or not this is even an answerable question) depends
heavilyd entirelyd on a clear definition of postmodernism, and as shishquestion lies outside
the scope of this dissertation. However, with an interest in putting minimalist music beside
mi ni malist scul pture, it is useful to explore
understandings of postmodernism that d@yeut of the criticism of minimalist sculpture and
painting.

In order to evaluate the relationship between postmodernism as it has been theorized
relative to plastic minimalism and musical minimalism, it will be worth our time to recapitulate
succinctyt he ¢l ai ms made for (and against) post mod
of postmodernism as supplanting modernism, including the ceciaier, present in different
ways in Morrisbds writings and cisimdismdgdélongso Fos't
to modernism. The second is Friedds definitio
definition that has been appropriated by postmodernism, and relates directly to American
theories of modernism). The third is the use ofgaltg, as elaborated by Craig Owens. Allegory

overlaps to some extent with theater, in that they both allege a crossing of disciplines; for the

2Maki s Solomos, fAN®oclassisme et postmodernis
le strict équivalent de lgévolution conservatricqui marqué lesEtatdni s des ann®es R
Reagarera neoconservatism is precisely the enemy Foster identifiesdurkhind neo

expressionism in painting. See Hal FosiReturn of the ReaB5.
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purposes of the discussion below, we will focus on the question of complicity and
supplementality that Owens incles in allegory. The question of middlebrow tastes will be left
aside, entailing as it does the act of criticism, not of theory. It may suffice here to remark that if
middlebrow taste has anything to do with middlass reception then this would not sderbe a
fruitful area of exploration for minimalist music. Donald Judd received a photo shoot in

Har p er 0,sandBaeendengrpublished an article on Trui¥ague minimalist music,

before the 1970s, did not receive any such public expésure.

As Greaberg remarked, whether or not something can be understood as supplanting
modernism depends first on what modernism is. In architecture this is fairly simple, since
Amoderni st architectureo designates a fairly
identifying modernism is more difficult, but
influence they have had on American art criticism, simplify the matter. In music, for better or for
worse, one finds neither the benefit of a coherent moderoisement nor of a central,
authoritative critic. Nevertheless, scholars, critics, and composers have set forth proposals of
definitions of the modernism that postmodernism in music (itself defined various ways) is
considered to have supplanted.

As briefly alluded to above, a significant number of authors consider musical modernism
to be a rigid, autarchic edifice, forcing composers to recapitulate Webern or not compose at all.
Robert Carl, for example, welcomes the new liberty of postmodernism after #ng,dre
restrictive period of moderni sm. mdd&m@smpr evi ou

was often hermetic and dictatorial, and after a long claustrophobic period the new absence of

123 5ee James Meyavlinimalism: Art and Polemics in the Sixtje20; and Clement Greenberg,
AChanger: Anne Truitt. o
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aesthetic constraints on artists has been tonic. [Under modgthese was an almost
puritanical emphasis on serious, utopian-sef n's ci o u s | y**Ciabrsitorsa ctto naer ti.so
polemical, writing in support of new music that the academy may have been slow to sanction.
But is this characterization of modernism accurate?

It certainly resonates well with some of the early biographical information from Young,
Riley, Reich, and Glass. Each of these four received a university education in music, and most of
them found that education to be in conflict with their own compaositimterests in music.
Young in particular encountered resistance from the academy when he arrived in Berkeley;
according to Keith Potter, Young has suggested that the he was awarded a travel fellowship with
the idea in mind of preventing him from infleng the other studentYoungés wor k at
timed particularly theTrio for String® was received by Seymour Shifrin and the rest of the
composition faculty with a mixture of resistance and condescef€iblho we ver , Youngos
teachers in Los Angeles (prior ltias enrollment at UC Berkeley), including Leonard Stein and
Lukas Foss, thought Young showed promand when he traveled to Darmstadt, he received
encouragement. Potter suggests that Stockhausen was impressed by Young, and the younger
composer considsrStockhausen to be an important influetf€@he question, then, is: which of
these two composers stands for modernism, Shifrin or Stockhausen? From a strict Greenbergian

perspective, one is tempted to s agkedtnarrativd att er

2Robert Carl, fAThe Pol i tCotege ModicSPmpdsiu@®i t i on i n
(1989), 102. Emphasis Carl 6s.

125K eith PotterFour Musical Minimalists49.

126 Edward StricklandiMinimalism: Origins 121. Keith PotterfFour Musical Minimalists42.

127K eith PotterFour Musical Minimalists24 and 4142.

128 Keith Potter,Four Musical Minimalists43. La Monte Young and Marian Zazeéalected

Writings, 27.
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form; it did not climax. Recalling AToward a
narrative carries with it the influence of literature, and that Young, like many of the composers
associated with Darmstadt, found narrative to be supgi¢al to the medium of music.
Greenberg himself identifies this common link between music and literature, but rather than
seeing corruption claims that the proper listener or reader does not care for the narrative:
Music tends from a beginning through &die toward an ending. We wait to see how it

i ¢ o me & wloch is Wwhat we also do with literature. Of course,ttiial experience of

literature and music is completely disinterested, but it becomes that only at a further

removel??

Gr eenb er g o6 sfordésahimttd ignare theifaat shat narrative, particularly in music, is a

formal concern. For his part, Young has expressed a debt to Anton Webern, Stockhausen, and
others. Indeed, Young and others have argued for the sort of badkwhirty critical

releti onship bet we e n -profileimodednst worksdhatcharaatedzesh i g h
Greenbergian modernism. Carl 6s characterizat.i
modernism. The question then arises: is the-bares serialism ofrio for Stingsso reductive

that it has become theatrical? Youngbs profes
surely a way of listening to this piece that would foreground the drama of the concert at the
expense of the musi c 0 ser theopieceades bedr aaleardotnalrdébs t i ¢ s
to Webern, and it is important to recall that most of what is considered modern was initially
received with the same mixture of bewil der men
Indeed the lesson of tA&io seems to be the same as the later lesson of sculptural minimalism:

the absence of the expected degree of formal complexity (or perceived compositional work, to

recall Wollheim) may lead, for the right (or wrong) audience, to a theatrical situation.

2Cl ement Greenberg, 0TICemeGt&Eeenbefgd/oluma® st ract Ar
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The early longtone serial pieces Young wrote as a student are not representative of his
later output. Near the end of his education at Berkeley, Young began writing and performing
FIl uxus events and music for Annarwhgthginoi nds da
for Stringsmight be modernist cannot apply, since much of this music eliminates not only the
literary component of narrativity, but often every other identifiable component of music as well,
excepting (usually) duratio@omposition 1960 #7 a per fect fifth, Ato be
retains pitch and a rudimentary sort of harmony. Most interpretaticdberoposition 1960 #10
which consists only of the words ADraw a stra
temporal elementut not necessarily one that is quintessentially musical. Sound is likely to be
produced, but is not necessary; if this piece is modernist in the Greenbergian sense of exploring
the essence of the medium of music, then the result is that only timerisagsed under this
reading, what is the difference between music, dance, and theBiari®) Piece for David
Tudor#3 whi ch has no instructions, but only the
gr as s h digrypes even,this problematic reading, uslgsnust be performed. Diane
Wakoski, Youngdbs partner at the time, recalls
|l anguage, were sound events, 0 suggesting some
time), even if performance were unnecegs® If a performance is necessary for this piece to be
musid@ that is, if the score is only a score, and not the work @stblén time must remain
essential, since the performance will occur in time. What is implied to be inessential is any sort
of denotaive instruction or predetermined action. Music, in this reading, is essentially

somethind anything or nothing performed in time. Sound, as Cage knew, will be perceived

130 Kejth Potter Four Musical Minimalists51.
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whether it is emitted or not (in the sounds of our circulatory and nervous systemsy. You
anticipates sculptural minimalism by a number of years, demonstrating the absurdity of reductive
modernism by quickly following it into nothingness.
La Monte Youngbés work from the | ater 1960s
soundlessness, renewing in somgpects one of the concernsToib for Strings what is often
t hought of as stasis. Many of YDt tgiésbegyni ec e s
in 1964, are made up of a small number of tones that are sustained for very long penes of ti
But even here, where it would seem that nothing is happening, the performance of the music in
time is crucial. Young and Zazeela stress inDheam Houseénstallations the importance of the
position of the | i st enermovementinsgaceranddime chaagest h o w
how the pitches are perceivEd Further, it is the preoccupation with time that partially informs
Youngbés attraction to pure interval rati os. D
Eleven Sets of GalacticIntaM s Or nament al Li ght The Bortosse, His acer y
Dreams and Journey¥oung argues in favor of using pure interval ratios:
Consider the premise that in determining the relationship of two or more frequencies the
brain can best analyze orination of a periodic nature. Since chords in which any pair of
frequency components must be represented by some irrational fraction (such as those
required for any system of equal temperament) produce composite sound waveforms that
are infinitely nonrepeating, only an infinite number of lifetimes of listening could possibly
yield the precise analysis of the intervallic relationship. Consequently the human auditory
mechanism could be best expected to analyse the intervallic relationships between the
frequency components of chords in which every pair of components can be represented by

some rational fraction, since only these harmonically related frequencies produce periodic
composite sound waveform¥.

1311 a Monte Young and Marian&Zz e e | a, i Dr Seleated Watings(€buaassics)

2004), 1112. Originally printed as program notes, 1964.

2. a Monte Young and Marian Zazeela, fANotes on
Waveform Environment Re amhihaTavd $Sysiems of BlévenESdtaogh o f
Gal actic I ntervals Or n &eaexteddWrilingsh Orgginallyy e ar s Tr ac
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Young argues, in effect, that the relationship betweenpitches is incomprehensible if taken
instantaneously; instead, great spans of time are needed in order to assess the precise distance
between two pitches, in particular if their relationship is defined by relatively highioe
integers, or is irratinal (in which case precise assessment is impossible).

However, it is overly reductive to say tha
time. Certainly from one point of view his music enacts an explorations of the temporal limits of
music,butYomgbés i nterests were also spiritual . Amo

in his notes the AMap of 496s Dreamo for furt

continuous, specific harmonic rateJaos Acoul d m
psychol og¥Toals smeatdkegr ee this indicates a char
interests. During the composition of tGemposition 196 i eces, Youngds 1 nter ¢

have aligned much better with Cage, exploring anthropocentrism alihiiseof music. Much

|l i ke Robert Morrisodébs scul pture, Youngbés Fluxu
reductivity, but perhaps a reductivity so perverse that it pushes, as Fried suggested, beyond
moderni sm. Youngo6s Idazdnteoling thegsyeholegical responsecftleat i n g
audience differs in tone and intent. This is the work of a composer whose interests have turned

not only to the musical encounter, but to the controlled, determinate effect of the music on the
listener. Thisnew power relationship, which will be explored further in Chapter 4, suggests a

project more premodern than modern.

published inAspen(September, 1969). Althoudgbelected Writings attributed to both Young

and Zazeel a, 0 Ndistepeson singulanvmentioning Zazeelanin thehhed

person. These facts indicate that this brief essay can be presumed to be the work of Young alone.
3¥L.a Monte Young and Marian Zazeela, fANotes, 0
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If Riley did not make such a stir as Young at Berkeley, he nevertheless seems to have
shared Youngds | ack ofevoserekbationsabiapdemoct m

seems to have been more personal than formal, though the former must to some extent implicate

the |l atter. I n an interview with Keith Potter
through the historp f We st ern music pretty much, and FI u:
After that, | decided | had to do somet hing.
wh o | ¥*WRlactg Fuxus as the most recent important movement in Western muejc su

puts Riley at odds with Greenberg and Fried,
and disregard for the purity of medidd?Al so, wunli ke Greenbergdos ide
not seem to have been interested in a project that exteagleddhimself.

From the early 1960s to the early 1970s, R
systematicity, opting instead for the appearance of intuitive formal decisions. In 1963, he
produced musi cal accompani mentonbwasMudicdon Dewey b
A The ,&tade pieéce which accumulates layers ofrpoerded music, ebbing and flowing
between comprehensibility and chaos. The source material, however, is not by Riley, but consists
instead of a number of found materials, inclgdinperformance by jazz trumpet player Chet
Baker. This piece, and others like it, challenge authorship through the use of found material, but
at the same time retain the intuitive role of
logicalrigor(h contrast especially to Reichdéds tape pi

composer cutting and splicing tape at random, without knowing what was on a particular

134 Keith Potter Four Musical Minimalists100. Ellips s Pott er 0s .

33Mi chael Nymandés narrative of experiment al mu
direct successor to Fluxus. Michael NymBrperimental Music: Cage and Beyond

(Cambridge: Cambridge University Press, 1999), 139 and passim.
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segment of tap€°Ho we v er , Rileyds use of chance seems |
Xenakis han Cage, since unlike Cage he did not vouch for the results before hearing them.
While chance may have played a role in composition, judgment ultimately held sway over the
final resul t. Rileyds early tapeaspongerces, whi c
resemblance to assemblage than to minimalist sculpture, manage to be both modern and not (so
long as we consider modernity from the perspective of authorship) by denying the importance of
the authoro6s creati on gqdrevenmeihiorcingptheaole ofstheunds b u
author as the intuitive producer of largeale form.

In C, composed in 1964, is a rare instance of score writing for Riley, but while this piece
constitutes a return to a more traditional use of pitch and rhythdrindhis respect a traditional
role for the composer, it is also well known as an example of a new kind of authorial abdication.
INC, through Rileyds innovative planning, mana(
interpretations and to be easily renagble. The evolutionary history of performancesnof
has prompted Potter to characterize the piece
a more conve&XTthieo npail e cseednss eccoont r ol | ed al eator vy,
instrumentation,ds r upts the determinacy of composition
identifiability.**8

In Cis considered by many scholars to be a watershed of minimalist composition,

initiating, or at least bringing to broader attention, repetitive minimaff€Robert Fink has

136 Keith Potter,Four Musical Minimalists117. It is not clear whether or not any of the purely
stochastic pieces were retained.

137 Keith PotterFour Musical Minimalists 1009.

138 Even the signature Cs have on occasion been left out of performance without digjabéiz
pi ecebs i dent i Roy MusigatMininkaesistlfillP ot t er |,

139K eith PotterFour Musical Minimalists10. K. Robert Schwarijinimalists 44. Edward
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argued thatn C not only represents an important development in repetitive minimalism, but that

it represents a macroscopic change in culture and identity politics as well. Synthesizing such

diverse authors as Jean Baudrillard, Christoplasch, William Whyte, Herbert Marcuse, David

Riesman, and Thomas Frank, Fink argues that minimalism in general &nd particular are

implicated in and contribute to a new form of subjectivity that develops out of late capit&lism.

Fi nk 6s s fftherdgstruct®on obtheeautanomous subject at the hands of a newly emerging

form of capitalisnd what we have been calling postmodernism of the subject. Borrowing from

David Riesman, Fink presents three phases of human subijectivity: tratirected, whib

derives from fithe st abl e -drectedswhinhschamctesidestlie st at i

ego-centric, familial subject that predominates during a period of cultural or economic

expansion; and the othdirected, which arrives after a period obgth, and indicates a person

who filacked strongly i mCeamdmainmaligregdnerglly, wdss and f

composed in a period dominated by otb&ected personalities, whose ostensibly natural,

human desires and sources of authority haea lobliterated by an increasingly ubiquitous

system of advertisement and consumption. For Fink, as for many postmodern theorists of

subjectivity, in the postmoder n pergomochic we mus

success itself seemedtodve eaten away at individual subj e
Leaving aside for the moment the question

repetitive minimalism replicates the coercive force of postmodern advertising shares some

aspects with Graga@st\what hegsavsas lpad drteGreéerberg, we have seen,

considers it the sacred duty of modernism to hold the ramparts against theces@&sing waves

Strickland,Minimalism: Origins 178.
140 Robert FinkRepeating Ourselve85i 91. Thefollowing discussion centers on these pages.
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of middlebrow kitsch. Fink and Greenberg would seem to be in agreement that the market poses
adire hreatto adfor-ar s a & e . Finkbés quotation of Marcuse
have come from Greenberg:
If mass communications blend together harmoniously, and often unnoticeably, art, politics,
religion, and philosophy with commercials, yhbring these realms of culture to their

common denominatdr the commodity form. The music of the soul is also the music of
salesmanshiff?

Finkés position is much more ambivalent; he d
participation in the cult ohdvertisement but he also insists on exploring elements of minimal

music that a fan is likely to find uncomfortable. For Greenberg on the other hand, minimalism,

and the general category of novelty art which it represents, must be condemned. Nevertheless,

there is some indication herethatCh as somet hing to do with Green
Chapter 5 we wil/ argue -dihmectFred&k 6pends agaloist B
well to the rest of early minimalist music.

Of coursetheresi a di fference between Marcusebds po:c
Greenbergds. Greenberg the conservative wants
years at least took little interest in political economy. Marcuse, whose target issobthkit
capitalism, suggests that the impingement of commercialism and advertisement on every aspect
of |I'ife is altering the content of the HAsoul
pattern, that Fink focuses on in his discussiomd. Understandingn C as otherdirected
makes some intuitive sense; performers have a set of instructions, but their task hinges on their

ability to listen to their fellow performs and develop a piece of music through unspoken

141 Quoted in Robert FinkRepeating Ourselve8s.
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consensu$*? The musicians look tone another for mutual authority. Fink contrasts this to the
more traditional Western ensemble situation, in which performers defer to the conductor at every
moment . (Fink namesditrhe cst esdi,tou atthiooung hit tfrraodm thiiosn
catepr i essdifiriecnerdo would make more sense: the s
the conductor and composer, is external and discrete, and, prior to the second half of the
twentieth century at least, orchestras were not the pillars of trabiiaihne performers of new
music.) However, the characterization of performerns & as preferring social harmony within
the ensemble to the achievement of any sort of goal seems to push this paradigm too far. On the
contrary, one must presume that thepsdormers generally prefer to achieve a pleasing musical
result rather than simply to get along with their fellow musicians. Furthermore, as Potter points
out, the freedom dh Cis only partial; there are numerous instructions regarding performance
thatar e a part of the score, and several “perforr
In spite of the need for the performers to direct their attention outward to their enseatése
each performer acts with a clear external authority and goaihid. In C may mirror some of
Greenbergbds fears about a relaxation of moder
subject position so strongly as Fink suggests.

After In C Riley occasionally returned to working with Ken Dewé3but his best
known minimalist works were solo compositions. Composition, though, becomes a more

difficult term in these cases, since it is clear only to Riley how much of each of these pieces is

1421t should be noted that this is a feature held in common with most improvised ensemble

music. Fink does not argue that otldnectedness is unique to mininsalmusic.

143 Keith Potter Four Musical Minimalists11% 115.

“EFor an interesting review of a Dewey and Ril
with Bail Mo ney Sheillabedvoitébecanmibaear 20h1D65)g9,. 0

148



MINIMALISM AND POSTMODERNISM

improvised and how much is peemposed. If one adheres to an idealist commepf the

musical work, these piea@sA Rainbow in Curved AilPoppy Nogood and the Phantom Band

Keyboard Studies No.1 ané Zniss the mark. Likén C, significant formal elements of the

piece are indeterminate. However, whiteC distributed formal combl (to some extent)

amongst the performers, in these later pieces all choices are retained by the composer. This sort

of indeterminacy, while not unique, is unusual in concert music. Most other examples of

indeterminacy, from Boulez to Lut@svski, involve the composer providing some guidelines for

the performer, who is to decide the realized form. Riley, however, serves as his own performer,

rendering authorship unambiguous. Indeed, from a Greenbergian perspective one could even

conceiveot hi s portion of Ribécauyad the ralewot imppuovisateos. Hareo d e r n |

form is not a question of Aratiocination, 0 bu
When Steve Reich reflects on his experience of studying music at Mills College, he

expresses soemambivalence. On the one hand, studying relatively recent modern music with

Berio was a fulfilling experience: AStudying

Serialism was just then becoming known in this country, and he was a primary meihiger of

team. So being able to anal yz¥StwyihgaMebernwi t h  hi

under Berio may have been exciting, but Reich soon showed little inclination to compose serial

or postserial music. Retrospectively, Reich has argued that thecrhesiomposed for Berio

invoked Webern: Al would just repeat the row

of static harmony not entirely dissimilar to the Webern orchestral Variations, which are very

static and intervallically constantandiwlc h s ugge st t#Fran thebegidning f wor |

145 Steve ReichWritings onMusic: 196% 200Q 9.
146 K eith Potter Four Musical Minimalists 157.
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Reich has distanced himself from what is usually considered high modernist compositional
practice (Afor composers today to recreate th
j o k¥ [udnot tmough any disgust with the actual music. He also disclaims any influence from
the common practice canon: @AMy connections to
do with music from Haydn to Wagner. The influencesuld mention include DebussRavel,
Satie, Stravinsky, Bartok, and Weill in the twentieth century, as well as Perotin, and much other
music from¥efore 1750. 0

Reichdés first mdttwrse Gu,ismimiadtsonetresgedtsdac e
Ri | ey 6 s & sandae enpughe eveks some displeasure from the senior comptider
but there are also some clear and important formal differencesl Both s G oandMasicRa i n
of AThreepgadtt ot aped found material, but whil e
relatively quikly, making use of a considerable amount of material from multiple (though few)
sources| t 6 s G oabsessiveR aepeats only a small portion of a single source. (In part one,
the clip used is continuous; in part two, it is not.) Further, the usgefitieninl t 6 s Gonna
Ran as has commonly been noted, is rigorously
approach. This difference, between Reichbés ri
the 1960s and early 1970s, althougbda o f Rei ¢ h 6 sClgpping Mesisalwaysx cept i r
has some component of compositional intervention. As we saw in Chapter 1, Reich has argued
that there is always an intuitive element to his composition, even when he is at his most rigorous:

Well myceci si ons werené6t all made beforehand.

piece that goes from unison to unison was in the first sectibontob s Goandtae Ra i n
individual sections oPiano PhaseEvery other piece of mine has some aesthetic decision

147 Keith PotterFour Musical Minimalists 10.
148 Steve Riechritings on Music160.
149 Keith Potter Four Musical Minimalists117.

150



MINIMALISM AND POSTMODERNISM

in it as to exactly how many beats out of phase a patter will shift against itself and when

the two voices will become four voices, and when the four voices will become eight voices,

and when the melodic resulting pattern will be doubled. Evéntind sna Rao) where

you have the O6pured process, yes therebds a
an aesthetic decisidf’

Reich might also have mentioned the selection
is surely informed by the mar#telifference between his compositional aesthetic in 1976 versus
1965, an aesthetic which had shifted away from the rigorous process, his point is important to
keep in mind when discussing process music an
thateven in the most rigid and ascetic of practices, the status of a workagkatrihecessarily
entails an aesthetic judgment.

Nevertheless, while music devoid of intuitive decision may be a logical impossibility,
there is clearly a difference of degtestween Reich and Riley, which indicates, from the
perspective of Greenbergian modernism, an uno
production. Here Reich exhibits a kinship to Morris, Andre, and others by pursuing a logical
approach to compositig which, as Jonathan Bernard has pointed out, is allied more with the
notion of arrangement than composition, as painters and sculptors use th&tEnos.
Greenbergds perspective, this constitutes a ¢
instead of creating a work artistically, Reich and the sculptural minimalists devise novelties
through deduction. Reichds minimalism, from t
modern, but rather belongs to the new strain of novelty styles Grgedeetifies with bad,

middlebrow taste. Also like his colleagues in the plastic arts, Reich demonstrates an interest in

Mi chael Nyman, fSteve RmacSwiliohteratomaldR, eov by Mi
984 (November/December 1976), 301.
BlJonathan Bernard, ATH®. Mini malist Aesthetic,
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severe reduction, reducing all of batht 6 s G oanaCameRlatlmst entirely to a single
musical process. Other pieces, sucRPasdulum Musicand the neverealizedSlow Motion
Sound show a similar reductive rigor. Reich, like Stella nearly a decade earlier, soon showed a
predisposition toward developmeRiano Phaseomplicates the simple phasing motive by
following it with two shorter but similar motives, subjected to the same treatWiefih Phase
includes the superpositioning of melodic frag
Drummingon it becomes clear that Reich has used extreme reduction to create a paipsienal
rasaupon which to develop a personal and complicated musical language. From this perspective,
t hough judgments of taste would of course nee
when viewed as a developing trajectory, for a kind of formal@dernism, one which makes
backwardlooking decisions and relies on intuition to guide form.

Gl assbébs encounter with academic compositio
After studying at Juilliard, Glass became a compaseesidence, workig for the public school
system in Pittsburgh, where he composed a great number of works in a neoclassitalAtyle.
least in retrospect, Glass seems to have found the work he did both at Juilliard and in Pittsburgh
unsatisfying: Althatrmnhiemie cloynpiomiitt atoinn@tmy t e ac
i f e, | had n &3Dissatisfied witb His worl in Ritisburgh) he decided to travel
to Paris to study with Nadia Boulanger. There he also began composing for a theater company
that wouldlater become the Mabou Mines. The music he composed for theater, however, bore

little relation to either his earlier neocl as

152K eith PotterFour Musical Minimalists253.
153 Cole Gagne and Tracy Car&qundpieces: Interviews with American Compo@detuchen,
NJ, and London: The Scarecrow Press, Inc., 1982), 210.
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activities current in advanced Fatemdiitesnusi c al
Boul ez and his group was one of revulsion, de
as far as | could see, dominated by these maniacs, these creeps, who were trying to make
everyone write t h¥Qptingouafbeth Amerieas pcpdemicl s i ¢ . 0
neoclassicism and French pastialism, Glass turned to severe reduction.

Gl assbés early compositional <clarity, diato
stronger kinship with Reich than with either Young or Riley. Therlatimposers frequently use
some form of i mprovi sat i odnparticalarlyin tbddrift Stadea si on Y
and in some of his Fluxus piecess so pared down as to render the question of determinacy
versus indeterminacy irrelevant. Reich andsSlduring this period both produced works that
come closertothefactoyr der ed aest hetic found in Donald .
improvisation in pieces lik®lusic in FifthsandPiano Phasdaside from deciding on the number
of repetitions foreach unit), there is also the appearance of no improvisation. The performers
conspicuously have no room even for the perceived expressive freedom of traditional orchestral
performers:® Though perhaps the most obvious minimalist divide lies between Gid$Reich

on the one hand and Young and Riley on the other, there are of course important differences

154 Robert AshleyMusic with Roots in the Aeth@oin: MusikTexte, 2000), 64Viusic with

Roots inthe Aethers a book version of what Ashley call
made in 1975The interviews fronMusic with Roots in the Aethare transcriptions of these

original television interviews. Though VHS copies of the opera are rare and expensive, the
interviews and performances are available online through ubu.com:
http://lwww.ubu.confilm/aether.html (last accessed 4/26/2013).

%The German critic Clytus Gottwald would make
so far as to accuse him of fascism. Chapter 4 will explore this article more closely. See Clytus
Gottwal d, dhéhiExptikandéndustniei Steve Reich auf der Suche nach einer neuen

l dentit2t von Keélos/Neye deitschrift$ir Mus(#ahuaryFebouary 1975),

31 6.
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within these pairings as well. Between Young and Riley this difference might well be summed
up with Youngodés fanati ci sm eclhand Glasd, paRdulargy;md s my
the second half of the 1960s, the word is theater.

Glass is now well known as a composer both for theater and for film, and while he also
started his posacademic career composing for an avgaride theater troupe, his bésiown
works from his minimalist phase were not dramatic. Like Reich, Glass wrote pieces for small

ensembles that were typically performed in art galleries, museums, and private lofts. To some

extent, the mere fact of the performance space will insplteesad t r i ¢ a | reading of
Reichdés minimal i sm. David Chapman has demonst
affects Reichds music, allowing the I|istener

painting and sculpture in the rodf¥.And indeed any formal performance outside the concert

hall will bring with it the theatrical, since from a traditional perspective the performance space is
exogenous or supplemental to the performance itself. Peter Kivy has argued that the change in
perfomance space inaugurated by minimalism is a fundamental challenge to the prescriptive

code of listening popular in pektantian European society Though Ki vyés anal ys
woefully unspecific, his presentation of a nineteetghtury approach to music appration
centered on disinterest and discipline resona
For Kivy, the relaxed gallery and loft spaces of early minimalist concerts defy the European

tradition of rowed seating and fancy dress. (Kivyneveteag ns exactl y what A mi

refers to, but one may assume that Reich and Glass are included.) Those tnadieah critics

%pavid Chapman, fASpace, Collaboration, and Cu
Filmmakers Cinematheque, 196796 8, 0 conf erence paper present ¢
Conference on Music and Minimalism, Leuven, Octobé&rn522011.

157 peter Kivy,New Essays on Musical Understand{@xford: Clarendon Press, 2001);i Z4.
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and concergoers might reasonably be expected to walk into a Glass concert in the late 1960s
and find, as Greenberg found hretart galleries, too much relaxation; or find, more in line with
Fried, an affected theatrical staging of music rather than music itself.

Some of Glassdés early minimalism might be
of a Greenberg or a Friedlhough they were not written for the stage, several early Glass works
incorporate theatrical elements that persist regardless of performance venue (although they are
absent in audio recording). These pieces include-extisical performance instructions iwh
required the performer(s) to move about the stage while plagtngng OutandMusic in the
Shape of a Squarare, from a modernist perspective, not only music, but a theatrical production
as well . Gl assoés | at evusicimiifths andMusicsvith,Changingph pi ec e
Parts moves away from this overtly theatrical element, toward a performance style that
unambiguously emphasizes the music over the mode of performance.

* * *

Determining modernism or postmodernism as a function of a nelttithe past and
future is a task fraught with dangers. How does one differentiate, for example, between a
reaction against the past and a devel opment o
like an extreme departure from the Western canorhe/@rofesses an active debt to Webern and
others. Reich too, especially in his early minimalist years, produced a sound unlike anything
found in the modern tradition, yet he expresses an excitement about Stravinsky. Each of these
composers does ignore widwaths of the canon (none of them expresses much interest in the
nineteenth century, for example) but this is likely to be true of any composer. In sculpture as
well, minimalists avow a debt to some predecessors (Andre to Brancusi, for example) and not t

others. Indeed, the question of a break versus an appropriation would seem to be as much a
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matter of taste as of form. It is surely useful for the music or art scholar to contemplate any given
moment in time and compare its products to the past, buiwggte to remain sensible to the fact
that connections and ruptures alike are likely. The modernity or postmodernity of minimalism
would then hinge on whether or not music theorists and musicologists as a community are
willing to set a definite limit to theoundaries of modernism. This too seems a dubious task,
however, particularly as once novel ventures such as minimalism begin to make more sense in
relation to their immediate past. John Perreault commented in 1967, after the opening of the
Primary Struatr es exhi bition, that AWe are just now
discriminating about Abstract Expressionism and have learned at long last that there is a real and
perhaps essential difference between the works of DeKoosigjghd Pollock that far exceeds
the superfi c &Minimalist nesimis sueely loy@m@v.atdenough of a remove that
one can distinguish between Riley and Young, between Reich and Glass. But in doing so there is
no need to obliterate or overstate the sirtiks and differences between each of these four and
their own predecessors.

As for postmodernism more broadly, it should be clear that its relationship to minimalism
in music is at best ambivalent, as was the case with sculpture. Just as Morris amdtiutdir
blank aesthetic, claimed to be taking the logical next step in modern art, so Young, Riley, Reich,
and Glass listen to the music of their recent past and find it inappropriate for their new historical
context. The claims of postmodernistsgoyoond Gr eenber gdés suggestion
Each of these composers has demonstrated some modernist reductionism, but each has disrupted

the boundaries of the modern musical discipline as well, either by challenging the essential

8JohnPareaul t, @A Mi ni mal Villgetvoicglasuary 12n11§67)t 11.e Ai r , 0
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constitutive elemestof music, as Young does; by disrupting the relationship between the
composer and the ensemble, as in Rileybs case
into a set of algorithms. The question of whether musical minimalism is postmodern shaill remai
unanswered, owing to the lack of a clear definition of postmodernism, but considering how art
criticism of postmodern work could apply to musical minimalism does something to refine our

understanding of the latter.
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CHAPTER 3: THE TIME OF MINIMALISM

In Chapter 2 we saw that the concept of duration held particular importance for Robert
Morri s. I n Part |11 of his ANotes on Scul pture
would confront the viewer with a temporal contradiction: on the one hansintipécity of the
gestalt forms would allow instantaneous apprehension of the sculptural form, but on the other
hand the size of the piece, as well as its relationship to the gallery space, would require spatial
navigation, which takes time. For Morrisghension is part of the success of the sculptural
object. Fried, again as discussed above, shows an interest only in the latter half of this theory of
time. For Friedds purposes, Morrisdbs comments
onlyreimMl orce the objectds tempor al inexhaustibildi
there is no dynamic interaction, and therefore the time of the object is endless:

Endlessness, being able to go on and on, even having to go on and on, is cértiwahieot

concept of interest [on which more in the next chapter] and to that of objecthood. In fact,

it seems to be the experience that most deeply excites literalist sensibility, and that literalist

artists seek to objectify in their waykfor example, bythe repetition of identical units

(Juddbés fAone thing after anothero), which

could be multiplied ad infinitumé. Morriso

i's made awar e t h ashing felfatonships asshe &pprehéends the sijeat b |

from various positions and under varying ¢c

to the claim that the beholder is made aware of the endlessness and the inexhaustibility if
not of the object itselit any rate of his experience if*

Theeffectively endless duration of the minimalist encounter is a major connectibriddr
betweerminimalism and theater, since theater too persists in time. The endless and
undifferentiated treatment of time tHatied locates in minimalist sculpture contréstss

expected with his view of how time functions in modernist painting and sculpture. The endless

IMi chael Fried, n AArtand @bjedthoQub Essaystand Revig@icago: n
University of Chicago Press, 1998), 166.
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A

time of minimalism accompanies minimalismbés (¢
hand, possesséspr esent ness, 0 a concept which entails
complexity. While minimalism persists in time by virtue of its formal simplicity, the presentness
of modernist art is dynamic, requiring time to apprehend, but only because of thguaeiés of
the human faculties.
It is this continuous and entineresentnessamounting, as it were, to the perpetual
creation of itself, that one experiences as a kindsthntaneousnesas though if only one
were infinitely more acute, a single imtely brief instant would be long enough to see
i(i‘vzerything, to experience the work in all its depth and fullness, to be forever convinced by
Thus for Fried there are two acknowledged temporal experiences of art to match the two
acknowledged maniféstions of art in the 1960s. On the one hand there is the time of modernist
art, which derives from the form of the piece. The formal qualities of the piece present a finite set
of elements; proper aesthetic appreciation requires the understanding ef¢neseats in
relation to one another. Because the formal qualities of the piece are intrinsic, their relationship,
and therefore the aesthetic quality of the work, exists out of time. However, due to the
imperfections of human faculties, the actual appiteam of modernist art occurs in time, but
since this time is necessary only to apprehend formal relationships, and since these relationships
are finite, the time required to view modernist art is also finite. Thus the ideal modernist art
experience woulthe instantaneous; it is only the regrettable necessity of a human observer that
renders this experience temporal. On the othe

represented here by minimalism. In the case of minimalism, the art objecalaekse of formal

composition; there is no process of understanding for the viewer to experience, since it is

2Mi chael Fried, A Ar mphasis th orfgibgl.ect hood, 0 167. E
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THE TIME OF MINIMALISM

immediately apparent that the formal arrangement of the work is irrelevant. Consequently, the
aesthetic encounter is not bounded by the procemsstifietic apprehension.

The role of time that Fried ascribes to these two forms of art would at first seem
paradoxical. While the experience of modernism is ideally instantaneous but practically finite,
the experience of theatrical art is practicallytamsaneous but theoretically endless. To make this
claim Fried relies like Morris on the formal simplicity of minimalism. Whether because it relies
on a correspondence to a gestalt or on readily familiar qualities, Fried contends that minimalism
is so eady understood by the eye that its apprehension effectively takes no time at all. This
circumstance, the lack of sufficient formal relations, eliminates the possibility of a feeling of
conviction, which for Fried is the hallmark of good art: once the viéxaerassimilated the
formal components of the wor k, «dnactionoftheche can
workdéds quality. Wi thout the possibility of fo
of aesthetic appreciation. The encauns therefore theoretically infinite in duration. (Recall that
for Morris the instantaneous apprehension of
counterpoint to the temporal experience of the art, a counterpoint that Fried does not find
valuable.)

It is important to note that while the direct subject of this line of criticism is time, the
positions Fried arrives at require a particular view of the body. First, it is the imperfection of
human corporeality that prevents the viewer from ever achi¢hengleal instantaneous
modernist encounter. In this respect, there is a sense in which the presence of a human viewer
somehow defiles the purity of the work of art. Second, while the ideal instantaneousness of
moderni st art i s #insicgualitiek, the endlessnds®of raiminallss isa wn i n

result of fAexperienceo:
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Here finally 1 want to emphasize something that may already have become clear: the
experience in questigrersists in timgand the presentment of endlessness that, | have been
claiming, is central to literalist art and theory is essentially a presentment of endless or
indefinite duratiorgé . The | iterali st 0 mareepoecisely pvithttheon wi
duration of the experienceis, | suggest, paradigmatically theatrical, as tiotheater
confronts the beholder, and thereby isolates him, with the endlessness not just of
objecthood but dime or as though the sense which, at bottom, theater addresses is a sense
of temporality, of time both passing and to comsanultaneously appaching and
recedng as i f apprehended?®in an infinite pers
Duration here is extraneous to the work of art itself, relying on the arrival and isolation of the
viewer. Earlier in the essay, Fried states this more explicitly:
It is, | think, worthr e mar ki ng that fAthe entialdditdsi tuat:i
including, it sbedg tere is ndthang viatleirh has| fielde of issdn
nothing that he takes note of in any Wathat declares its irrelevance to the situation, and
therefoe to the experience, in questibn.

In both instances the encounter with modernism and the encounter with minimaligra body
produces undesirable effects. In the first instance it delays the ideal instantaneousness of the
aesthetic experience, and in tleeand it partially causes a temporal phenomenon that Fried
finds distasteful.

One of the accomplishments of #AArt and Obj
experience into criticism of the plastic arts. All aesthetic experience, because itrisrege
takes place in time, and what Fried acknowledges in his essay is that the form of a piece of
plastic art can to some extent organize our temporal experience of that art. For Fried this
observation is normative: there are certain temporal expesi¢haeare proper to art, and some
(such as those of minimalism) that are not. Music is a much more transparently temporal art

form; insofar as music is an acoustic phenomenon, it is also necessarily a temporal phenomenon,

SMi chael Fried,
“Mi chael Fried,

A 7167. EmpltasisGnbojigenal.t hood, 0 166
Art and Objecthood, 06 155. E mg

=1 R 1§
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not only experientially but fornllg. Music unfolds in time, even when tlegperiencef music
is excluded from consideration. The time of music is the occasional subject of study for
academic musiciaBsp er haps most not abThgTimewnfMlsianahichan Kr a
more belovd thoudh it quite often escapes comment or is taken for granted. Time in minimalist
musichasbeen fairly commonly remarked upon, suggesting that there is something different
about the treatment of time in musical minimalism.

Often comments on the time of minilisa music revolve around the problem of
boredom, whether because a critic is complaining about being bored or because he or she is
surprised notto have beeSur el y one notable aspect of minin
mani f ests t hr oukgble cansistencynaver lorg dteetcheseoftiane, and listeners
expecting a greater diversity of musical events might well find themselves bored (a fact critics
have often been quick to point out). But boredom alone does not adequately account for the new
experience of time that minimalism entafl8oredom also fails to account for all (or perhaps
even most) experiences of minimalidnf | found minimalism boring | would likely have
chosen a different subject for this dissertadiaror is minimalism the only gee of music that is

often criticized for being boring. Thus while boredom may suffice to dessoilneexperiences

*Though Tom Johnson avoids the word boredom, F
ambivalencen this subject. Several times Johnson falls asleep during Young concerts, and even
decides not to attend a performance he has been asked to review, but he also clearly enjoys and

respects the music. I n his worsdnds,alltlielgread s wonde
spiritual truths as well as anything does. Bu
JohnsonThe Voice of New Music: New York City 10¥282(Eindhoven: Het Apollohius,

1989), 136.

6 Boredom is of course also not an invention efsinal minimalism, nor is it something at which
minimalism could be said uniquely to excel. The New York agantle has embraced boredom

since Cage, and as Dick Higgins relates, in comparison to many of the becedtared works

of the early 1960s, minimml i st musi c was often quite eventfu
D a n g SourcedMusic of the Avas@arde5 (1968), 1517.
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with minimalism, this is as likely to result from a lack of enthusiasm on the part of the listener,
or fr om mrelativeteak of itemdl differences, than from any intrinsic feature of
minimalist music itself.

Inquiries into the time of minimalist music have also often grappled with the question of
teleology, which, as discussed in Chapter 1, seems to have appeared first irBltanka anov a 6 s
articl e, A Mu’sNingMegens pieks @ptthistthreadeo. contrast minimalism to
traditional tonal music on the one hand and Europeantpoat music on the other. Mertens
considers the former to be teleological because of its cglian tonal goals, and the latter
negatively dialectical because of the tension between its form and content. Minimalism, for
Mertens, Stoianova, and many othersislaological. The degree to which this presumption is
valid was discussed in Chapterabd can largely be laid aside here. Because a universally
comprehensi ble concept of a musi cal Agoal 0 i s
an unwieldy and largely useless concept. The foregoing discussion of time in music will make
sensedr some readers in terms of teleology, but there is sufficient ambiguity about what
constitutes a proper telos that the term will be avoided.

The issue of time in minimalism invoked by Stoianova and Mertens that fits best into
Friedos | i nheissué ofbepinning<andregding, and therefore of finiute
guestion, in other words, of for mal closure.
encompasses Riley, Reich, and Glass] renounces the formal functionalism of traditional music

andalpree st abl i s hed SQaating&hilip Glass Stoems/a abgues that this

“'vanka Stoi anova, MuBidle eniJefFelmuarlk ®p7R 644t i ve, O

8] take Stoianovads Impagemgr Alerwhé¢o Hlee maai enaé
schemes. 0 Because she is discussing music pra
form extends beyond those musical classificatioesnata, rondo, efi.to which musicians
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situation creates a music that has fAno beginn
that when minimalist composers remove traditional narrative structuregifeanmusic and
replace them with repetition, they ina-ugurate
directional statement demands a new perception of musical time: the listener is no longer forced
to follow the story®of a narrative devel opmen
Wim Mertens, whos@&merican Minimal Musid r ew consi derably upon
AMusi que r®p®titive, 0 extends the idea of a m
wor k, which had been excl ud e\Millade VacetritiERoai anovab
Rosenbaum, Mertens arppuwead ytphadtc aY du migstedcatii eamttia i
experience of time, brought about by discarding teleological and dramatic elements. La Monte
Young has removed finality, the apocalypse, from music, drat i8 left is mere duration and
stasis, without be gi'%Recaltgat Mertenserpticitly cenflages n a | mu s
narrative and teleology.) The wultimate concl u
that as a genre it is problematicadigtiapocalyptic and therefore in some respect both utopian
and counterevolutionary, suggests an application of his reading of Young to Reich, Glass, and
Riley as well. Mertens derives the universal eternity of minimalist music from his reading of

Adorno, which suggests to him that minimalism is wadkgprocess rather than wedsobject.

often refer rmwhe®m It hieryd srayyt &ifd her distinction
and thus between pitches and the formal ordering of pitches. Thus a tonal chord progression, no

matter how innovative, i sessttablli same de xfaamrprmael osfc
if to expand or comment upon them.

‘AiL6®nonc® non directionnel demande une nouvel
ndest plus forc® de suivre | 6histoire dbébun d®

rep®t i tive, 0 70.

0Wim Mertens American Minimal Music: La Monte Young, Terry Riley, Steve Reich, Philip
Glass trans. J. Hautekiet (London: Kahn & Averill, 1983)j 88. In the next Chapter we will
take a closer look Young and eternity.
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Thus minimalist compositions do not have proper beginnings or endings because they are not
proper musical objects, but proceGradeas. For Me
Processo0), fAA work becomes a'(phisolanevallgaibvhen it

i mportance when we compare Mertensds concept.
Kramer.)

Jonathan Bernard is the first (and to my knowledgg)anithor to link the question of
temporality in minimalisnfCditr exgt IFy itea 6/8Arctl aa m
mi ni malism, especially in Tony Smithés work a
inexhaustibility or endless duratioBernard suggests that

Analogous criticisms might plausibly be directed towards minimal music as well. Though

it is clear enough wherldmSittngimafRoorerc eReiasch ¢ &

Come Oubegin (or at leasdtart), it is not at all clar that their endings are controlled by

anything other than having run up against the limits of human perception. In a way, maybe
they never do entf

This perspective relies on the implicit claim that the encounter with minimal music is primarily,
toonceagain use Friedbs term, a question of fAint
the formal component of minimalist music is so simple that the one cannot but attend to the piece

as a whole rather than the individual moments). That is tcheaytte individual moments, apart

from the very first iterations of the repeated cellCoime Oubr | Am Sitting in a Roorare

effectively interchangeable, in so far as any given moment is representative of the process as a

whole; what is taken as impartt is precisely not the individual sounds, or even the specific

1 Wim Mertens American Minimal Music89.

2Jonahan Bernard, @dAThe Minimali st AResspedtigesofc i n
New Music31 (Winter, 1993), 86L32. Edward Strickland, in hidinimalism: Origins discusses

Fried at length, but never in relation to the time of minimalist music.

¥Jonathan Bernard, AThe Minimalist Aesthetic,
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realizations of each moment of the music as it processes, but thedaitgananifestation of the

process itself. This generally for masawst appr

framework, though Bernard jettisons the tradi

Bernard is skeptical about the loteym historical value of music that cannot justify its own

form, the extent to which minimalism fails on these groundspsrely aesthetic question for

Bernard, lacking the apocalyptic sentiments displayed by Fried.
Of course not all minimalist music can be usefully understood as process music, but the

experience of endlessness, or at least a novel temporality, arikesmisic of Young and Glass

as well, in pieces that are not so transparen

problem even with works that do seem to have definite boundaiwesf the governing

decisions do not convince in any largemnisr the pieces they define will not so much begin and

end as st 4Mitimabshmiblsicsnttlospnodiel becomes sort of cresstional; unlike

those pieces that Mer t e nasdbject, mihimatisemeces seemthhe c at

possess aitrary lengths, implying the possibility of being much longer. For Bernard as for

Mertens, this reading is based on the perception of directionality, though Bernard correctly

insists on theerceptionor senseof directionlessness, rather than on a defieiateleology:
Some mini mal musi c, i nc | umglicatianof endlesbnessin G| a s
process pieces even further, doing away with any sense of directedness without, however,
denying temporality entirely. Glass has asserted thathicmusid oes not deal
in a clear directional structure, 0 but as
dispensed with the conventional clock variety. This claim should not be taken to imply that
one cannot sense t hse woarsks. a ghdireani Housgmogedt,si n Gl

though it has no beginning (as far as the composer is concerned) and goes on indefinitely,
gives at |l east some criti®®s a sense of tim

ni mal i
ni mal i

“Jonat han Bernard,
“Jonathan Bernard,
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Cruci al here i s Ber nar désented, rather thanaatualieed;ttirheat e nd
does not stop, nor do our experiences of these pieces amount to any real sort of eternity (even in
the case of Youngds musi cd asmhhe wadnk ofitree Treedter df e a s t
Eternal Music).

Bernad suggests that the presentation of endlessness encountered in many minimalist
compositions is reminiscent of what Jonat han
forward in his landmarRhe Time of Musi® Kr amer makes the coanecti on
ti meo and minimalist music quite clear; as Be
anal ysi s besMdiprs desPhnurdest considers the vertical dimension of the
piece, and the aut horComéuanbdr RAeRanhyw s Ceveds s s es
Air (1968) inthesetermsaswélwWh at is new in Bernardbés essay
Kramerds work on the time of minimalist music
plastic art. | would like to explore this connectiontifier.

Given that he approaches musical time from the perspective of experience, it is not
surprising that Kramer declines to comment on the temporal qualities of minimalism as a whole.
Time in music is frustratingly elusive, and Kramer is careful to acledge the slipperiness of
his subject. While the formal analysis of pitches and rhythms relies on the discrete and verifiable
placement of musical materials, the analysis of time deals only in the experience of the music,
even while the formal componermd@émusic are a major influence on our experience of the time

of music. Any theory of the diversity of musical times will have to come to terms with form.

16 Jonathan Kramefhe Time of Music: New MeaningseW Temporalities, New Listening
StrategiegNew York: Schirmer, 1988).
17 Jonathan Kramef he Time of Musj&5, 57, and 38894.
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Owing in part to his commitment to the diversifymusical experiences, Kramer is keen to

avoid a tawnomic partitioning of music (for example, dividing music into vertical and non

vertical). Instead, certain characteristics of a piece may lead to one sort of temporal experience,
whil e other characteristics ma yhodlglemubtbeleptanot h
in mind as we go on to examine his definitions.

In order to understand vertical time, we must first account for the broader framework of
which vertical time is only one part. Kramer 6
concepts of Iinear and nonlinear time. Consid

Let us identify linearity aghe determination of some characteristic(s) of music in

accordance with implication that arise from earlier events of the piEleas Inearity is

processive. Nonlinearity, on the other hand, is nonprocessivethie idetermination of

some characteristic(s) of music in accordance with implications that arise from principles

or tendencies governing an entire piece or sectlat us alsadefine linear time as the

temporal continuum created by a succession of events in which earlier events imply later

ones and later ones are consequences of earlier ones. Nonlinear time is the temporal
continuum that results from principles permanently goivigy a section or piecé.

Roughly speaking, linear music is internally determined, or autonomous, while nonlinear music

is externally determined, or heteronomoéta. classical example of linear music might be a
composition fr om B eiewhitloead masgal enentcdnlbe ungesstodd asd |,
arising from or developing out of previous events. Linear pieces of music often fit well within
organicist conceptions of music. Events in nonlinear music, on the other hand, appear to arise not

fromprevios events within the music, but from an e

18 Jonathan Kramefhe Time of Musj20. Emphasis in original.

19 Readers should be cautious of too facile an identificattwézen the autonomy of linear

music and the autonomy of modernism, as well as the concurrent association of nonlinearity with
postmodernism. The heteronomous character of nonlinear music does not necessarily extend
beyond the contingent relationship betwdlee music itself and its determining system. This is

not necessarily an interdisciplinary or political heteronomy.
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are a useful example; musical events succeed one another not through relation to one another, but
through independent relations to an external, governing chance opetasamoith underlining,
however, that linearity and verticality are ultimately a question of experience, even while
experience is necessarily supported by formal qualities. Thus we might follow Kramer in linking
linearity with tonal harmonic logic, but this by no means the only way to experience or

theorize tonal harmony.

Here a difference between Kramero6és treat me
wi || be apparent. Kramerds attribution to ton
Soi anovab6és and Mertensds argument that tonal |
symptomatic of the different general epistemologies of European and American musicélogists.

Both perspectives must be understood as to some degree correcn®oi a6 s cl ai m t hat
processes precede and influence a given tonal composition is demonstrably true; tonal

hierarchies make sense to a listener because they have been historically established as sensible.
Absent a rich history of authentic cadencegeeghtive progression could not be understood as
deceptive’! Kramer, on the other hand, emphasizes the internal manifestation of this external
influence. While it is surely the external history of tonality that allows for tonal linear processes

to function,these processes nevertheless function internally. That is to say that while in a general
sense we can attribute tonal linear processes to the external history of tonality, specific, particular

tonal linear processes occur within the piece itself, ancethdee generated within the piece

20 Rose Rosengard Subotnik, upon whose work the following passage depends, uses the terms
AContinent al-Amdroi aaind. dgak SshamikiRegetopiny Variations:

Style and Ideology in Western Muéidinneapolis and Oxford: University of Minnesota Press,

1991), 4 and passim.

21 And given their own similarly rich history, canonicalWi fidecepti ve progr ess
probably not bst thought of as truly deceptive.

169



THE TIME OF MINIMALISM

itself. Adopting Subotni kdés perspective, this
musi cology tends to emphasize the cultural 0
is done deliberately to advocate fbeavanig ar de as a sort of unmaskin
artificiality. American musicology (again fro
tonalityés contingency, bringing internal for
that Kramer is blind to or ignorant of the cultural and historical origins of tonality. Comments on
the Western bias toward linearity abound lre Time of Musjand Kramer explicitly argues
that Ayoung |l isteners not comdal tliiomteaniang @& nh a\
access to nonlinear musicKramer is not insensible of the historical and cultural origins of
linearity (tonal or otherwise) but emphasizes the internal formal determinations over the external
historical ones.

Thisemphasisipar ti cul arly apparent in Kramerods c

means of explaining linearity. Instances of linear time can be identified by the presence of a
growing sense of probability. Previous events lead the listener to assign probabilitteseto fu
possible events. A progression from the tonic to the dominant, combined with specific metrical
and hypermetrical patterns, will lead an educated listener to expect a cadential tonic. Conceived
of as a Markov chain, each event in this tonal phraseases the degree of certainty of these
predictions. The failure of the tonic resolution to arrive does not indicate a moment of
nonlinearity, but instead adjusts the expectation for future musical events, and further

emphasizes the act of predictive listen So long as a predictive relationship between the past

22 Jonathan KrameiThe Time of Musjc6.
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and the future is maintained, even while some of these predictions may be frustrated, a linear
mode of listening dominates.
Nonlinear time in music arises not when expectations are not met, botexpectations
become useless. The terminology of Markov chains suggests that the best examples of nonlinear
music would be those of total chaos, rather than the obsessive uniformity of much minimalist
music. These examples are covered by Kramer, busbeeyues that the minimalist extreme,
not where music is completely unpredictable, but when it is so predictable that prediction is no
|l onger engaging, also implies nonlinearity. i
paradoxically, totally nonlinear @ise so totally linear that (as in process music) predictability
r e i @it endphasis for the listener moves away from probabilistic listening because it
quickly becomes clear that the most likely next event is better understood as a certainty. The
pereption of determination shifts then from the internal musical structure to an external factor
that uniformly affects the entire piece.lit 6 s G o (965, foRexample, the perception is
not that each i nstance of egéeththe ndxtanstpneedbutghatrala s e i
instances are determined by an exterior decision to repeat the phrase until a process has played

out?*

23 Jonathan Kramefhe Time of Musj®61.

2Perhaps the greatest potential pitfall with
external is the risk of the intentionalfd a c vy . It should be stressed t
for the musical listening experience, not for the historical facts (be they what they may) of
composition. What is important here then is not whether Reich (or any other composer)

composed a piecwith a systematic logic in mind or by attending to the internal implications of
each musical event. The focus, when thinking
the listener is likely to have perceived. Thus if a composer were to write totratly tonal

piece through the use of some sophisticated but fixed algorithm, the result would still quite likely
be harmonically linear, since the listener would perceive the tonal harmonic events as internally
determining one another.
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Markov chains are a particularly ingenious method for discussing linearity, in part
because they help explain hdonal processes, originating from an external system, can be
understood as internal to a piece, but also because they provide Kramer with a means of avoiding
dualistic or taxonomic thinking. Conceptualizing musical time in relation to probabilities allows
for the possibility of nonlinear tonal music. Kramer suggests, amongst other pieces, the familiar
example of the first pr &MelkifdngerddiClawvierThethamohic r st b
processes of this piece are easily thought of as linear setiise that harmonic expectations
arise and are eventually either fulfilled or frustrated. However, the feature by which many people
identify this piece is its uniformity of texture. In terms of rhythm, articulation, timbre, phrasing,
and dynamics, thisipece exhi bits al most complete uniform
exhibits elements of linearity and nonlinearity. Indeed, he goes further, beginning the second
chapter of his book (the chapter which lays out the foundational definitions hith Wwe will
go on to work) by stating that AVirtually al/|
nonlin®arity. o

This does not mean that all music displays some vertidatlipugh perhaps for some
listeners this is true. Kramer looks to do more therply identify which elements of a piece
might be linear and which nonlinear. Beyond these two general guideposts, Kramer sets out a
number of more specific temporal modes of which vertical time is merely the most extreme (in
the nonlinear direction). THeundation for the theory of vertical time relies in part on Karlheinz
Stockhausends Amoment form, o0 in which a piece

having heard a series of minimally connected sediar@led momen that form a segment of

25 Jonathan KramreThe Time of Musjc0.
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anet ernal ®btheéese@ulmoment sdo do not begin or end
Bernard says of minimalist music, simply star
adopted the requirements of moments {setitainment via stasis orquess) as theantire
essence?d These vertical pieces are the extreme examples ofardes Markov chains, in
which the listener is not listening predictively.
The result is a single present stretched out into an enormous duration, a potentiaiy infini
Anowd that nonetheless feels |ike an insta
articulation, with total consistency, whatever structure is in the music exists between

simultaneous layers of sound, not between successive gestures. Thubgel toalé sense
invoked by suc®h music Avertical .o

Because of the emphasis on continuity, Kramer suggests that one of the clearest indicators of
vertical time is a lack of phrases, but he argues that phrased music can also produce vertical time.
Terry Rileyd A Rainbow in Curved Ais an example of this phenomenon. This piece
remains within its own world (except for one striking articulation abouitioing through
the piece), despite the regular rise and fall of phrases. The reason that this pieckiiis hear
vertical time is that its phrases refuse to form a hierarchy and are therefore heard to some
extent as arbitrary. Every cadence is of approximately equal weight. No distinction is made

as to the degree of closure. Thus the work exists primarily iticaetime despite the
presence of comfortable phragés.

Amongst the more interesting momeht®r our purposesi n Kr amer 6s di scus
vertical music is his use of the word fAtheatr
with or debttoFrid 6 s ear |l i er use of the term, and he sc¢
theatricality and vertical time nor a subset/superset relationship. Theater here is not quite the

same as theater in Frieddos writingpecesthabt t her

26 Jonathan Kramefhe Time of Musjc0.
27 Jonathan Kramefhe Time of Musjc4i 55. Emphasis in original.
28 Jonathan Kramefhe Time of Musjc5.
29 Jonathan Krameflhe Time of Musjc5.
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Kramer identifies as fAtheatrical o al/l i nvol ve
between listener and audience, through positioning performers in the audience, for example, or
incorporating audience members into the ensendr through some other method. In theatrical
music, ATlaetlsé tplithieessesopi eces often invoke ver
destruction of the selfther dichotomy leads, as psychoanalysts have demonstrated, to a feeling
of t i me Bang miniraadise fitd this more narrow definition of theatricélitgl as s 6 s
Strung Oui(1967) particularly comes to mind, where the ambulation of the violinist becomes the
situation of the pie@ but much of it does not without some terminological stretchifgye to
t he poi ntlLesMlwoasns Ranubgthe analysis of which is the centerpiece of
Kramer s exposition on vertical time, does no
(although the acceptance and even encouragement of perforenearsedoes some work in
problematizing the objectified performer).

While the examples Kramer adopts for theatrical vertical music involve a much more
overt and thorougigoing sort of theater than the sculptures to which Fried applied the term, the
fundamental concern over a disruption of the traditional relationship between the subject and the
object is the same. Thus while Kramer might not have considleseMoutongo be theatrical,
Fried quite likely would have. The emphasis this piece places aigtre of performance and
reading, as well as the incorporation of errors, challenges the view of the performing ensemble as
a finished product, highlighting the individual subjectivities of the performers. A great deal of

music from the middle half of theventieth century can be understood in these terms, which is

30 This and the following quotationdm Jonathan Kramefhe Time of Musjc383. Emphasis in
original.
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perhaps Frieddbds point. | f the supposed war be
comments, there must be a vast repertoire of
As atreatiseonnmui cal t i me, Kramer s book must tak

Explorations of the form or structure of music can and often do emphasize the musical object,
but the study of musical time is the study of listening to music, which is always a particularly
slbjector i ent ed event. Consequently Kramer6s comm
the relationship between the listening subject and the musical object. Kramer titles the second
section of his chapter on veektéesahessmeg NPer b
he recounts his eXx p\Vexaioesand perfdrnmirg th @ h97Onhgppaning. Sat i e
These accounts serve both to explain what vertical time is and to emphasize the importance of
subjectivity in Kramerds theory of ti me

Kramer s comments on his own experience of
verticality with timelessness, bear a strikin
component of theatricality. While listeningexations Kramer repds initially being aware of
the smallscale linearity of the repeated phrase, which quickly cedes its ground to the non
hierarchical relation of the repeats. In this case the uniformity of the music frustrates the search
for temporal relations, replacinbe relation of the past to the future with a continuous présent
much like the presentation of a uniform or familiar object gave Fried a sense of endlessness.
Though the music is not literally without time, or timeless, the temporal relationships between
moments do not seem to matter if there is no use in tracking probabilistic causation. Similarly,
the heterogeneous, radically irrational chaos of the happening frustrates any effort at attending to
temporal relationships. There is only the noise of the pteadich does not follow formally

from the noise of the past. When the listener has no incentive to predict the path of the music,
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attention turns to the present moment, and since this moment does not lead to the next, moments
become indistinguishable, fdéng into a timeless present. Crucial to the relation between

vertical time and theater is the irrelevance of the position of formal components. In vertical

musi c no one sound | eads rationally to anothe
compelled to follow a gesture from one place to andttibere is no danger of missing the

elements that make the piece meaningful.

From this it seems as though Fried and Kramer share in common a tendency to think of
the temporal experience of art in teraighe rationality of form. If one moment in a piece can be
related rationally to another, the temporal experience of these two moments will be linear; if no
such rational relation can be established, there will be no motion from one moment to the next,
and time will become vertical.

A vertically conceived piece, then, does not exhibit legge closure. It does not begin

but merely starts. It does not build to a climax, does not purposefully set up internal

expectations, does not seek to fulfill anyegtations that might arise accidentally, does

not build or release tension, and does not end but simply ceases. It approachesderoth

Markov music. No event depends on any other event. Or, to put it another way, and entire

composition is just one Ilge event. A vertically conceived piece defines its bounded

soundworld early in its performance and stays within the limits it chooses. Respecting the
selfimposed boundaries is essential because any move outside these limits would be

perceived as a temmdrarticulation of considerable structural import and would therefore
destroy the verticality of tim&t

Similarly, Fried argues that excessive simplicity and a lack of formal relation circumvents the
(unfortunately) temporal process of viewing a modem@ik of art that eventually leads to a
conviction of quality, leaving viewers to stare aimlessly for as long as they like. In music,
because formal relations are always revealed in a fixed temporal order (for any given

performance), this distinction betweeelational and nonrelational form amounts to a distinction

31 Jonathan Kramefthe Time of Musjd5.
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of narrativity. The first event will always be followed by the next, but in linear time there is a
sense that the listener is being directed from one moment to the next, while in vertical music
there is no such implied narrator. The musical time of linear music is the time of narrative; the
time of vertical music is nonnarrative. In vertical music, without any of the compulsions of
narrativity, there is no reason to distinguish one moment frothhand he piece might be
perfectly logical, but there is no rational basis for change, and no impetus for the listener to
follow the course of events.

Though the time of Frieddbs modernist pl ast

theimpliednar ati vity of Kramerds | inear time, ther e
form, between these two quite different autho
the twentieth century. Kr amer ierxe of scuippueis,jins on of
this regard, quite illustrative. | f Kramer 6s
with Friedébés, it is only does so in the realm

Listening to a vertical musical composition can be like lookih@ piece of sculpture.
When we view the sculpture, we determine for ourselves the pacing of our experience: we
are free to walk around the piece, view it from many angles, concentrate on some details,
see other details in relationship to each other, Isé&g and view the whole, contemplate

the relationship between the piece and the space in which we see it, close our eyes and
remember, leave the room when we wish, and return for further viewings. No one would
claim that we have looked at less than althef sculpture (though we may have missed
some of its subtleties), despite individual selectivity in the viewing process. For each of us,
the temporal sequence of viewing postures has been unique. The time spent with the
sculpture is structured time, butet structure is placed there by us, as influenced by the
piece, its environment, other spectators, and our own moods and tastes. Vertical music,
similarly, simplyis. We can listen to it or ignore it. If we hear only part of the performance
we have still kard thevholepiece, because we know that it will never change. We are free

to concentrate on details or on the whole. As with sculpture, the piece has no internal
temporal differentiation to obstruct our perceiving it as we #ish.

32 Jonathan Kramefthe Time of Musjc7.
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Mi s si ng i nouHtisanyallusirsto @mviction, or to the agency of the work of art.
Consider, for exampl e, Friedds c IDeepBodyiBluat el e

figatherthe beholder into a far more compelling embrace than could be achieved bly literal
e mb r a c i HThe arestimg @yency Fried ascribe®tep Body Blués a far cry from
Kramer 6s ambul at ory f r e dchidemn theFsame ecdigwsreliesom | y si s
the viewer being directed by the sculpture to specific points of,\@eggesting that without
following direction to these particular vantage points one could not adequately understand the
sculpture. Recall also that the inclusion or even acknowledgment of the environment in the
appreciation of sculpture, thematicinKramés account of the experien
anathema for Fried, indicative of the corruption of theater.

Vertical time does exhibit compelling similarities to theatricality, both in a similar
interest in what is often called a postmodern approactetsithject/object relationship, and in
an attention to a basic difference in form (linear/formal versus verticalémoral). It should be
clear, however, that these are not identical
modernism and theater (@ar and Cage, respectively) are practically textbook, making it
difficult to anticipate what he might have thought of Xenakis or Stockhausen. And while
narrativity is arguably the driving force beh
that tis would be true of Fried, had he written on music. For Fried the question is not of one
formal element leading to another out of narrative necessity, but of the two elements interacting
with each other in a way that combats objecthood. The narratiireeaf imusic surely serves

this purpose, transforming music from a collection of sounds to an artistic progression that

BMi chael Fried, fATwo Sc Arand QbjecthsodliBd Originatyh ony Ca
published inArtforum6 (February 1968), 225. Emphasis in original.
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functions above its own material sonority, bu
other means of transcending objecthobilis, there are surely modernist linear compositions (as
|l think much of Carterés work illustrates), b
sieves and stochastic sections in Xenakisobds m
similarly modernist. However, in spite of this ambiguity in the hypothetical application of
Frieddbs theory to music, the main issue of fo
both Friedds modernism and Kramerds | inearity
But as we turn to examinirtge verticality of minimalist compositions the most
important thing is not to conjecture about which vertical compositions should or should not be
considered theatrical, but to remember Kramer
disagreement betwedramer and Fried is in the moral arena; Fried considered theater to be a
corruption, while Kramer consistently celebra
opposition to partisan aesthetics is most visible in his aforementioned observationghat m
music will exhibit linearity and nonlinearity. If theater and verticality were identical, then the
latter would corrupt as swiftly as the former, and those pieces that exhibited verticality could
only be understood as wholly vertical.
This leads logially to the first observation about minimalist music and verticality: most,
if not all, minimalist compositions exhibit a vertical use of timbre, instrumentation, and
harmony. Verticality in these dimensions is usually precisely what lead critics initialsing
the word fAminimal o to describe such music. Th
material, restricted in most cases to only a few notes in a very few configurations deployed over
time spans that range from long to theoretically eternalsghe listener the sense that there is

not much happening, and also contributes to the sense, described by Kramer and Bernard, but
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also repeated in less rigorous terms throughout the literature, that each moment of a minimalist
composition is exchangeabhgth any other.

But minimalist music like most other music exists in many dimensions, and is not
reducible to its idiosyncratic use of Lpstch.
Moutons de Panurgeavhich attends to the varying treatmehtime in the work. Kramer shows
that thougHh_es Moutongacks the sort of melodic development one would expect from linear
musi c, Rzewskibés gradually revealed mel ody in
listener, initially at least, to lien linearly. As the piece progresses, new pitches appear with less
frequency, transforming expectation into repetition. As the melody begins to be stripped away in
the second half of the piece, linear listening once again becomes possible. Howevénhewhile
beginning and end support | imited |inearity,
vertical: A[T] he piece strikes us as far more
dramdtic. o

Judging from the critical response, the sazonclusion can be applied to nis$t not
alld minimal music from the period currently under investigation. However, | would like to
argue here that some minimalist music is | ess
installations, for example, @entirely nonlinear, at least while the composer is not improvising
with them. To confuse the piece with complete stasis, however, would be an error. The music is
subject to change, but these changes are largely regulated by the motion of the listetierand
subjects in the room. These changes are a curiosity with regard to the question of linearity, since

a listener might well play with predicting how the music changes with her or his movements. As

34 Jonathan Kramefthe Time of Musjc393.
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| understand Kramer, these predictions must be urmbetsts nonlinear, primarily because of

their relation to theater. The subject/object relation of linear music clearly establishes the music

as the agent of change and the | istener as th
installations, the agentohcange i s the | istener her or hi msel
performances are quite rare. A Ratiur fragment orhe Tortoise, His Dreams and Journeys

(1964 present) available on online suggests the sort of pimased verticality attributed by

Krame to Riley. This section of the composition, entitdé p of 496s Dream The
of Eleven Sets of Galactic Intervals Ornamental Lightyears Tracery 31 VIl 69 1.02@9

PM, the Volga Delt§1966 present, recorded 1974), features a melody of ¢jmieed means in

the domain of pitch® In this piece it is quite likely that any given moment could be substituted

for another without any fear of significantly altering the trajectory of the pfece.

Terry Rileyds mini mal itstte ro udtopcuutmefnrtoend tthhiasn
giving the analyst the opportunity for more definite pronouncements. | will focus hére on
Rainbow in Curved Ar per haps Rileybds secondIin@®@@d4), i nfl ue
offered by Kramer as an example of veatimusic, though his comments do not go much further
than indicating the presence of phrases and of a single formal break around a third of the way

through®” (This break occurs at 6:39 in the commercial recording.) As indicated above,

3%LaMonte YoungMa p o f 4 9 0tp:/\Bawe/cutnae.com/watch?v=nLx@JTUA,

last accessed 04/28/2013. For the full title | refer to Keith Pétter; Musical Minimalists: La

Monte Young, Terry Riley, Steve Reich, Philip G{&ssnbridge: Cambridge University Press,
2000), 360. As Potter indicates, this recording originates from the ver$tates In The

Bowed Disc 23 VIII 64 2:50:463:11 AM alsolmown as AThe Bl ack LP. O
36 The extent to which Young himself would agree with this comment is questionable, though we
will see in the next chapter that his most explicit formal concerns are for consistency of tuning; if
his meartone compositions are medaotexpress anything, it is the eternal perfection of his

rational tunings.

37 Terry Riley,A Rainbow in Curved Air, Poppy Nogood and the Phantom BEerdy Riley)
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Kr amer 6 s g@ardiggithe eentitality oéthis piece is that though there are phrases that in
themselves have beginnings and ends, there is no overall motion from phrase to phrase. As
Kramer hears the piece the ordering of the phrases is immaterial, and there isaimerefor
movement in time, no probabilistic relationship between what has passed and what is yet to
come.

To address this claim, | would first like to point out that the linearity of the phrases is
nontrivial. Many of these phrases indicate some modal goglespecially in the cases of the
longer phrases, there is a sense of anticipation and prediction, as the listener waits to see where
the phrase will finally rest. Given Kramer 6s
would agree with this pointhe phrases are linear, but the overall form is vertical, and this last
takes precedence. But the single formal break Kramer indicates oversimplifies thé piece.
Rainbow in Curved Aiis made up of three distinct sections, the first coming beforerdak at
6:39, and the second and third divided by another formal event at 11:42. The first section consist
of an ostinatd present throughout most of the pi@cerhich begins alone, but is soon
accompanied by several interweaving synthesizer timbres, eadtiabf is associated with its

own melodic style. The phrases played by these instruments show their own limited linearity, but

0:00 | 6:39 | 11:42
Opening section. Middle section. Closing section.
No percussion, interwoven Tambourine, breaks in the ostinat{ Dumbec, crescendo to conclusion
melodies over ostinato. concluding with sustained organ
harmonies.

Figure 1: Terry RileyA Rainlow in Curved Air

CBS MK 64564/ MS 7315 (LP, 1969; reissued on CD, 1988). It should be noted that this piece i
at least partially improvisatory, and exists in longer versions than this one.
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the density of their interweaving also ebbs and flows, providing longer term trajectories for
directed listening. At the point af lull, one listens with anticipation for the next entrance, and
the timbre of that new line provides information suggestibgt not determining which type

of melodic line will lead the next group of phrases.

The second section, beginning at the brelekiified by Kramer, is largely unprepared,
though there is an occasional doubling of the ostinato which might be taken to indicate the
approach of a formally significant event. This section begins much more softly, with the first
interruption of the osti@to which temporarily alternates, at a lower volume, with a much slower
melodic line. This is also accompanied by the first clear use of percussion with a tambourine
playing sustained rolls. At 7'30" there is a complete but brief break in the pulsepaddhe
followed by the removal of the tambourine and a very gradual crescendo, lasting until the next
formal division at 11:42. This crescendo is largely realized through accretion, and does not
progress consistently or through a rigorous process. Thwtsts present only intermittently
during this section. At 10:31 a strong, ofstapped organ timbre enters, at first doubling the
already present dominant melodic line that resembles the original ostinato. At 10:54 the organ
begins playing slower, harmigrpassages that markedly change the tone of the piece. The organ
is interrupted once by the ostinato, returns to its sustained harmonies, and exits at 11:42, bringing
the second section to a relatively dramatic close. The final section ushers in diings
played on the dumbec, and consists largely of compositional techniques similar to those with
which the piece opens, building to a crescend

A Rainbow in Curved Aichallenges the equivalence between modal compostitidn a
nonlinearity. There is a cultural bias toward distinguishing between tonality and modality by

associating the former with linearity and the latter with nonlinearity, largely because modal

183



THE TIME OF MINIMALISM

music lacks the established harmonic functions or progressiond feithin tonality. Surely the
relative lack of harmonic and melodic compulsion lends modal musi@ &ainbow in Curved
Air in particular, a relative nonlinearity, but the positioning of formal divisions, and the support
and preparation they are giverelodically, timbrally, dynamically, and rhythmically, subvert a
consistently nonlinear listening.

| do not mean this anal y sARanbowin CuovedtAr adi ct
but to add to it more detail. The fact that listedeparticularly seh careful and educated
listeners as Kramé@rcan hear this piece as vertical is sufficient evidence to establish it as a fact,
since the question of verticality is fundamentally an issue of listener experience. However, what |
hope to have highlighted heigethe presence of a formal landscape thatbe heard with some
linearity. There is a sort of relation between phrase groups, facilitated, for example, by the use of
timbre in the first section. The second formal juncture is prepared by the aggressiehes
organ, and is further indicated by the introduction of a consistent metrical percussion patrt,
creating an identifiably directed formal motion. These formal characteristics are not of the same
order of linearity as is often attributed to classgmtata form, for example, in which listeners
might identify and follow largescale thematic arguments developed throughout a movement, but
at the same time the novelty of Rileybés compo
allows us to overlook ligarity when it is presented in a modal context, free from overtly
functional harmonic progressions.

It should be noted here that none of this is to pit tonality against modal composition. First
of all, the claim that tonal music can be experienced linéaformally defensible, but this does
not amount to a claim that tonal musatistbe experienced linearly, or that formal defenses of

tonal linearity constitute the only valid modes of analysis, formal or not, and temporal or not.
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The bottom line withespect to linearity or verticality is the listener, not the form. Second, to
conclude both thad Rainbow in Curved Apossesses a degree of modal linearity, and that
critics have in general associated modal music withlimearity (not always calling iby name),
does not in either case lead to a claim that all previous modal composition had bé&eaaron
(making Rileybés work exceptional). Nor does i
similarly linear. Each of these determinations mustbernale a pi ece by piece b
work fairly well requires this sort of antiategorical approach, insisting as it does upon finding
mixtures of temporalities rather than clean partitions.

Reichbdés first minimali st ocantpoblutrdflectechits s har
not in an obsessive attention to tuning, but to rhythmic relationshipst I® s Go, afteram Ra i n
brief introduction, and after the phasing process is established, there is no modification of the
process. Nothing at all is ketio chance, and there is no interest in establishing probability models
for future events. There is always a question of whether the composer will break the pattern, but
with each moment the chances of this seem fewer and f@amre Ou(1966) works withtime
similarly, although the process is different. Once the initial phasing pattern is doubled and
phased against itself, the actual process becomes clear. An attentive listener may anticipate the
second doubling, but the linearity of such a predictiare&ly inconsequential. There is a final
guestion of estimating when the composer will abandon this potentially infinite scheme, but
aside from that there is I|little to |Iisten pre
ear | y mi ni mfadttivespmasingR@ripasitiodssstudiously avoid what Kramer calls
linearity.

Piano Phas¢ 196 7 ) , Reichdés first foray into |ive

results. Perhaps because the context of the source material no longer holds semdititb@lor po
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weight, there is no introduction; instead the phasing begins directly. The only formal deviations
from phasing are freedom of the performers to follow their intuition regarding the length of
pauses on a particular phase (whereas the tape piesesgtlaaconstant rate), and the
juxtaposition of three different (though related) phased melodies, each with its own formal
section. None of these elements does much to contribute to predictive listening.

With a technique as simple as phasing it is ngbissing that Reich began adding tools to
his compositional repertoire fairly quicklyiolin Phasg(1967) features a technique that would
reappear ilbrumming(19701971)s ome f our years | ater: the addi
In these pieces the ffermer is asked to play repeated melodic fragments derived from a specific
phase juxtaposition of the main melody, either by using melodies suggested by the composer or
by picking out simple melodies themsel¥&slere there is the potential for the lindtsort of
mel odic linearity Kiexdatuorandasdiéexationsivhatever linearitySat i e 6
these resultant melodies may possess is quickly discouraged by repetition. Resultant patterns
may signal the begi nni ngesshtuttheyedo nohdsmptiine®d ve away
verticality of his music.

The other new tool Reich began experi ment.i
interest in process and duration begins with the unrealized comp&wrMotion Sound
(1967), in which aalected recording is repeated with each iteration slower than the last, without
distorting (namely lowering) pitch. Though at the time of composition technology would not

allow for the realization of this composition, the process behind the piece laterthed

38 Although in the recently published score Bmummingt he | i berty of devi sin
melodies is denied.
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composition oFour Organs(1970)**Li ke t he rest of RaiQdass out pt
exhibits uniformity of timbre and dynamics as well as static pitch content. Evemhgtirmic

element of the piece is presented in the first two meastinese facts alone indicate what

Kramer would call a high degree of verticality in the piece; those listening for variations in pitch,
harmony, timbre, or dynamics would see no probabilistic relationship between any two measures

of the piece.

Variation inthis piece comes through changes made to rhythm (and eventually meter) as
the piece progresses. Unl i ke ReichoédFouphasing
Organsare gradually transformed from vertical to horizontal pitch events is not grekirnal.

When a melody is phased, the changing relationship between pitches is predetermined by the
process of phasing. In the casd-ofir Organs the pitches Reich selects to either appear early

(as Apick upo not es) o fthetongina cherds are arbitdarg.y ond t he
Nothing about the initial chords themselves makes any particular selection more obvious than
anot her . Further, as | have argued in my mast
subsequently metric expansion involvesoasiderable degree of ambiguity.

Once the initial chords dfour Organshave been elongated to fill the measure, Reich
moves on to begin extending the length of the measure itself. This process extends beyond what

Christopher Hasty calls mensural detaracy, or our ability to perceive durations with

39 Steve ReichWritings On Music: 19652000(Oxford and New YorkOxford University

Press, 2002), 29.

YPeter Shelley, AThree Analytical Essays: A H.
Cell o and Orchestr a, Ligeti s Sonata for Sol o
Rhythm in Steve ReichBour Organsand J. S. Bachoés Prelude in Co
of Washington, 2006), 648.
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accuracy** Under these conditions the onset of a measure is no longer a question of perceptual
certainty, but of probability. Listeners attending to the progressive distension of meter are likely
to anticipate and guess at the return of notable pitches. This predictive process through
probabilities is largely linear, but it is also worth bearing in mind that most of these long
measures are experientially interchangeable. Listeners who are steadfastlygdoestsnwill be
able to identify the addition of each new beat, but most listeners, once the state of mensural
indeterminacy has been reached, will not be able with certainty to distinguish one long measure
from another. At the same time, the progressangihening of measures is precisely the Markov
process that allows for linear, predictive listening in the first plaoer Organs from this
perspective, attains a particular kind of linearity, where the largely unperceived differences
between subsequemteasures work in concert to give a listener the information needed for linear
listening. This is a sort of linear verticality, where the ordering of events is both phenomenally
irrelevantandaccumulatively linear. It likely goes without saying that ihd@ted linearity of
this piece is subordinate to the piecebs vert
interchangeability of the mensurably indeterminate measures and because the linear practice of
anticipating the onset of the next measure does notbisgture the piece together into a
coherent narrative form. The arrival at this linear verticality must be gradual, and surely varies
from listener to listener, as attentions to and perceptions of metrical distension differ.

The application of process tluration exhibited ifrour Organsreappears iMusic for
Mallet Instruments, Voices, and Orgéi®73), and then again in the landmitiksic for 18

Musicians(1974 1976). These pieces also indicate a marked move away from verticality in

41 Christopher Hastyyleter as RhythriNew York: Oxford University Press, 1997).
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Rei ¢ hds noanysanddimbreHhaconme more important, as does form. From this historical

perspective, the extremely limited linearityFedur Organsforeshadows an increased

compositional dedication to linearity. If verticality is identified with minimalist music as Iglose

as theatricality is identified with minimalist plasticdra claim to which we will return beladv

thenFourOrgansf or eshadows t he begi nmihimajsmof Rei chds n
Gl assbés earliest minimalist comjpofsi ti ons s

instrumentation, dynamics, and pitch content (although this last is given just the slightest

flexibility in Glass, as we shall soon see).
its commitment to process, falling in this respect betweeRei chds mi ni mal i sm an
A useful place to begin an abridged tour of G

At heat r i c alSoungQuiiipisopgedetcomposed for solo amplified violin, derives its
name from physical form of its dermance, in which the lengthy score is strung out along the
wall; the score in turn strings the violinist along as she or he moves through the space of the
performance in order to be able to read the music. The score, published in 1984, approximates
the performance time at around twerdge minutes; the Alter Ego performance, to which | will
refer to alleviate the difficulties that arise from a want of measure numbers, is 14:29 in
duration?? Repetition is amongst the most salient formal characteristt®nty in the partial,

whole, and elaborated repetitions of motives, but in the exact repetition of the entire piece,

through the use of a da capo.

42 philip Glass Strung Out (Bryn Mawr, PA: Theodore Presser Co., 1984). Philias§Alter
Ego Performs Philip Glas@Alter Ego Ensemble); Orange Mountain Music OMM0034 (CD,
2007).
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| will return to the temporal effects of the da capo shortly, but first it will be useful to
dwell on thesmaller scale use of repetition@trung Out In terms of systematicitygtrung Out
is amongst the | east rigorous of Glass6s mini
process. The opening materialSifung Ouillustrates this with the moslarity: here, the
distinctive opening motive (referred to as Motive A forthwith) of the @eEg Gs-Es-Ds-Cs
played in eighth notésis fragmented and elaborated in a way that sounds both obsessive and
haphazard. (See Example 1.) Because this portitiegfiece consists of consistent eighth notes,
every truncation or added note alters not only the expectations of melody and rhythm, but of
meter as well. The piece stutters. In addition to removing notes from the end of the motive, Glass
also occasionallinserts notes (most notably a, @ansforming the motive tos#54-Cs-Es-Ds-
Cs). Lastly, Glass begins to focus on the last three notes of the motive, undulating diatonically
from Gs up to E, forming a stepwise motion,sDs-Es-Ds that will become the mea of
transitioning into the next formal section. None of this is governed in any obvious way by what
Kramer would call an external process.

By the second line of the second page of thees@®lass has abandoned Motive A (until
its return just before the da capo). The last version of Motive A comes at around 0:51. After this

point all that remains of Motive A is a small scalar fragment spanning fecim . Soon after,

{ 4=144) mechanically

T 1 N Fl— _

Z 1
mf —
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Example 1: Motive A and its immediate continuation
Strung Out
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at 0:54, Glass intiduces B into fragmented scale, followed soon byak 1:06. Following this

Glass unsystematically explores the space betweamd\E, focusing by turns on descent,
undulation, and ascent, sometimes restricting the range to excjhel [&. In the seond line

of the third page, at 1:49, the music moves away frefoiEhe last time in this section; in the

fourth line, at 1:58, Bis removed, reducing the melodic content to a timae scale fragment

starting on A. Here the music arrives at the oolther content that serves as an easily

distinguished motive: Glass breaks the steady stream of eighth notes to introduce the first version
of a stuttering motive shown in Example 2, to which we will refer as Motive B1 (consistirg of

Cs-B4-A4-Bs-Cs, with the initial Gs usually repeated in sixteenth notes). This figure also

Example 2: Introduction of Motive B1 and preceding material
Strung Out
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gradually dissolves, first by turning from triplet sixteenth notes back to eighth notes, separated
often but no consistently by eighth rests. Once the rests disappear, Glass immediately returns to
the fivenote scale fragment fromuAo Es. From here a similar process unfolds as before,
introducing successively lower pitches one at a time, now extending downttwDgh the
scales extend only up tosPomitting the high E. As the music approaches the second version of
the second theme, again the scale is truncated to its lower register, but this time not so gradually.
Once D arrives, the upper pitch is immedigteestricted to A. G4 disappears when the second
motive returns, this time using the pitches By, and k. The return of Motive B, referred to in
the example as Motive B2, retains the interval content of Motive B1, but alters the contour. The
stutterirg note is now in the middle of the figure, as it undulates arounddte the rhythm
breaks once again, introducing a simpler version of the second theme at a lower pitch level. (See
Example 3.)

The exension of the scale back up tei& not systematic but also not immediate; First

Asreturns, then B but then the music quickly jumps up te ®ith the ascending octave scale

—7 ’ y —
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Example 3: Introduction of Motive B2
Strung Out
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played three times, followed soon by the full major ninth framdXEs. Theremaining music

temporarily contracts as narrowly as the tetrachord fraro A4, but soon returns to the entire

major ninth span returns. This expanse is abruptly curtailed when the music returns to the three

note fragment from £o E. When B returns

n2.

piece a certain amount ofdentricity, the vault up to the trichord-Es-Gs, which in turn

0

t

he

mel ody

j ust

extends

ultimately annances the da capo. (See Example 4.)

The degree to which any of these formal events can be understood as linear or vertical

t
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surely depends upon attention. If one listenSttong Outas a process pie¢&hich it is not,

though it mirrors process music aesthetically), or simply with an ear to-scaddl yet salient
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Exampl e 4:

Strung
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* The boxed group of notes are to be played as follows: Play both units ‘‘as is*’ the first time; on the D.C., repeat both units eight to ten times.
Then repeat only the second group eight to ten times, thereby ending the piece.
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changes, one will hear the unsystematic, unpredictable push downwards that follows the removal
of the first theme. The fact that this progésinterrupted by the second theme at its first
transposition might suggest to the listener that a similar process might follow, a prediction which
is quickly supported by the arrival ok @fter the first version of the second theme. There is little

to suggest the pitch level of the second arrival of the second theme, and so while the parallel
processes found before and after the first instance of the second theme would likely insist to the
listener that rhythmic disruption is likely to return, the tignand pitch level would remain

mysterious until the actual event.

Formally, many of these events can be predicted, but without any certainty, suggesting a
linear, Markovprocess approach to listening. The ubiquity of the diatonic system, as well as the
usually limited pitch range, the uniformity of dynamics, and the almost constant stream of eighth
notes, mak&trung Outa comparatively notinear sounding piece, but close listening to the
details suggests a linear approach to form, if not to contestiniteresting to consider the effect
the largescale repeat has on this phenomenon. Without the aid of the score, the attentive listener
will surely be aware that both the main theme and both instances of the second theme are
repeated, but Glass exploiteetunsystematic, truncated repetitions of the first theme to obscure
the fact that this repetition is in fact exact. He does this by returning to the firsttleéonethe
actual da capo; the first theme ruetit7iks.ns at
Gl assb6s transition back to Motive A differs
transitions that make use of primary motivic material typically either place the primary motive in
a different context (by reharmonizing it, fexample, or by using different instrumentation or
accompaniment) or they separate the transitional use of the motive from the authentic return (as

in the case of a false recapitulation) Stnung Out nothing but the most careful of listenings will

194

f



THE TIME OF MINIMALISM

allowt he | i stener to differentiate between t he

the da capo and the Aauthenticdo return to Mot

that the return to Motive A is only a return to the idea of Mo#, realized through a different

series of abbreviations and elaborations, since the initial return to the motive is not identical to
the beginning of the piece. This is of course not the case. The overall effect of this compositional
decision is uncertaty about whether or not the music heard after the da capo is identical to that
which preceded it; this is compounded by the bewildering, unsystematically shifting meter and
limited melodic material. Of course, live performance removes this ambiguitg, tia

violinistés body reveals the position in the

Keith Potterdés SoungQuadi hgy semmakszent he mu:

with linear and vertical time:
For the listenerStrung Outis disconcerting. It is hard to get much out oflssample
music, and in particular to concentrate on its progress, whenappatrslogical on a

notetonot e | evel c a n n oto-notb kevelfas ieuafdids, wbem rigaur is ot e
implied but not offered?

The uniform texture and pitch paletteStfung Outlend the listener the impressinwhich in

turn is reinforced by our experiences with Réidhat there is a logical process transpiring in

this piece; but attention to detail, if such attention can be maintained throughout this prolonged
onslaughof shifting meters and monotonous melodic ideas, reveals a system more

compositional (as opposed to arranged) and intuitive than is suggested by the musical idiom. We

mi ght take i ssue, however, with Pottelads conc

over al l and audible designé. [ Al nalysis in gr

43 Keith PotterFour Musical Minimalists280. Emphasis in the original.

195

n



THE TIME OF MINIMALISM

frustrate the | istener mo#%levoudsubmiton the cantrasyi st t h
that close listening reveals an intuitive, ratioo@mnposer at work in an idiom that is both
structurally and historically predisposed toward logical arrangement. These two aspects of
Strung Ouimay be understood to contradict one another, but the conflict is surely generative
(indeed, generative of theque) and only frustrating if we insist on minimalism begitger
logical (arrangeddr rational (composed), or if we insist, contrary to Kramer, that a minimalist
composition must be entirely vertical in its reliance on system.
G| a s s Mssiclin&iniar Motion (1969) makes more thorough use of the additive
processes and exact repetition for which the composer has become well known. As an example
of Gl assb6s mor e MusicgnoSimian Motiomifensia maré inteyesting site for
theexploat i on of the question of Ilinearity in GI a
music,Music in Similar Motiorfrustrates attempts at linear listening through its uniform texture
and (in this case nearly) uniform pitch content, but a close atteotforn will reveal audibly
linear structures.
Music in Similar Motiorhas a continuous thrgert form: a brief introduction (mni ),
the main body (mmi&®2), and a coda (mm 233)*° The introduction, consisting of only the
first five measures, functiarto set up the eigimote central melodic cell, as well as to introduce
the four note cell that both marks the end of every subsequent measure and later serves as the
main material for the coda. Unlil&rung Outwhich begins with the first theme, the texdal in
the first measures dflusic in Similar Motiorhas some distance to travel before becoming the

central thematic cell for the main section of the piece. (See Examples 5 and 6.) This development

44 Keith PotterFour Musical Minimalists280.
45 Philip GlassMusic in Similar Mtion ([New York]: Dunvagen Music Publishers, Inc., 1973).
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[1] Fast, stendy J= 176 [2] [3] [4]
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Example 5: First four measures
Music in Similar Motion
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Example 6: 8+4, the main theme and codetta
Music in Similar Motion

is neither rigorously systematic nor rationally depeh@ntal; instead fragments are duplicated,
removed, or added through a method wholly mysterious to the listener. It is not until the process
is complete that its purpose becomes known.
then the processes thfe introduction are as follows: first, the central group is repeated,

expanding the melody from eight beats to eleven; second a four note tag is appended, consisting
of a replication of the first two notes of the measure followed by a similar figureheitiirst

pitch lowered a whole step; third, the first two notes are removed and a two note figure is
inserted between the second and third remaining groups, replicating the first two pitches of the
third grouping; finally, the new first grouping is remadyéeaving a twelve note measure to

which | will refer, for reasons soon to be clear, as the basiceajbtcell plus the founote

codetta.
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Changes in melodic and metric structure are neither announced nor predictable. Further,
the number of repetitions of each measure is not fixed, depriving the listener of any certainty of
when these unpredictable changes will ocbua recording by the Philip Glass Ensemble, the
number of repetitions declines as the length of the measure increases, though not in a way that
holds the total length of each repeated measure constant, so while the listener may generally
expect that longr measures will be repeated fewer times (in the interest of retaining a uniform
length of time to hear each transformation of the melody) the decline of the number of repetitions
as the measures lengthen is neither rigorous nor even, leaving the tistgness more or less
probabilistically*® Figure 2charts the notated length of each measure (in eighth notes), the
number of times it is repeated, and the resulting product, the resultant length of each measure
including repeats. There is no explicit iodiion in the score regarding the number of repetitions,
absolutely or relatively. This establishes a curious alliance between the completely predictable
texture and pitch content of the introduction and the completely unpredictable changes in
melodic andmetric organization, both of which contribute to a sense of verticality through
opposite means.

Unlike the introduction, the main section and much of the coda employ process, though
still not so rigorously or transparentlyas®é 6 s cont emporaneous musi c.
Music in Similar Motiorconsists of a gradual lengthening and then shortening of the repeated
measure, through systematic accumulation and then removal. Accumulation in the main section

of the piece can bewded into two suksections, the first occurring in the space of the measure

46 Philip GlassMusic in Fifths; Music in Similar MotiofPhilip Glass Ensemble): Shatham
Square 1003 (LP 1973); reissued along Witko PagesindMusic in Contrary Motioron
Elektra/Nonesuch 755893262 (CD, 1994).
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Figure 2: Chet of measure lengths, repeats, and total lengths
Total length is measured against the right axis
Music in Similar Motion
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before thebasic eighinote cell, and the second occurring in the space between thaeigldell
and the founote codetta. The first accumulation makes use of the basieratghtell, less the
two-note group in the middle. In the bass clef staff at measure 7, thmst&pattern, consisting
of G-B -C-D-C-B , is inserted into the beginning of the measure. Injtidlé listener has no
reason to anticipate this particular formation, nor does she have reason to expect the linear
progression soon to arise from it. In measure 8, five further notedded hetween these six
new notes and the basic eigitte cell, repeating the same pattern less the ultimatel&e one
may begin to anticipate the pattern: Glass proceeds to add successively truncated versions of this
six-note figure, eventually culmitiag in measure 11, in a pattern of 6+5+4+3+2, followed by
the eightnote cell and the foumote codetta, shown in Example 7. Glass does not complete the
linear progression (there is no enete group), likely because the resultant repeated pitch would
cortrast too greatly with the melody of the rest of the piece.

Following the completion of this linear progressi@iass continues to expand the

measure. Again the listener will have no means of anticipating this new process or its content. In

Example 7. Completion of first progression, shown with the eigité cell and codetta
Music in Similar Motion
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measure 13A, the final three notes of the primary eigie cell are immediately duplicated,
inserted between the eighotecell and the founote codetta. The previous linear progression
suggests that this will be followed, in measure 13B, by a truncateddteogroup, either before
or after this new threaote group. Instead, Glass inserts aioote group, before the netwee
note group, which replicates it with the addition of a fourth note, the duplication of the second
note of the figure. Now a reasonable listener with an ear for process might expect measure 14 to
introduce a fivenote group in the space before thisvrfeur-note group. Again Glass frustrates,
this time by adding a twaote figur® a duplication of the first two notes of the previous
group® in between the founote and threaote figures, yielding a progression of 4+2+3. The
effect of avoiding either a#8+2 or a 2+3+4 progression will be explored shortly. The results of
this progression are shown in Example 8.

The first of these two progressions is concluded in measure 11, the second in measure 14.
Following this they are disassembled. The first progression is removed first, in the same order it

was constructed: first the shote group is removed, theretfive-note group, and so on. Once

Lottty e ——p — x —— ey Ry By, -
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6 + 5 + 4 + 3+ 2 8 4 + 2 + 3 4

Example 8: Completion of second progression shown with-gigte cell and codetta
Music in Similar Mdion
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all five groups have been eliminated (in measure 19), the second progression is disassembled.
Again the largest group (four notes in this case) is removed first, but then Glass again frustrates
expectation. Instead of rawing either the twoor threenote groups from the progression, he
removes the final threeote group from the primary eighbte cell, a group which is identical to
the threenote group from the second progression. This unexpected removal leaves twaliden
two-note groups adjacent to one another. One of these is removed in the next measure (measure
22), allowing the remainder of the second progression to collapse upon the remainder of the
eightnote cell, returning it to its original state. This iswhdn Example 9. The foumote
codetta remains unaltered during the entire main section.

Referring back to Figure 2, the reader will see that the main sectidasidt in Simiar
Motionis presented in the solid lidecharting the length of each measure in eighth dotasa
gradual ascent followed by a gradual descent. The slope of this small mountain is regular at the
beginning of its ascent and descent, reflecting the regutirthe process employed, and
irregular in the completion of its ascent and descent, reflecting the irregularity of process here.

The further irregularity of the disassembly of the second process, where the last segment of the
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Example 9: Uneven removal of second progression
Music in Similar Motion
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basic eighinote cell is reraved in lieu of the threaote cell from second process, is not reflected
in the chart.

The coda, starting in measure 23, is also in two sections. The first follows a strict process,
consisting of successive doublings of the codetta material, whichénaff¢lst of swapping the
functions of the two parts of the measure. The codetta material, which used to serve as a cue that
the measure was about to repeat, now becomes the most prominent component, while the eight
note cell, rapidly dwarfed by the repedtmdetta, comes to function as a cue that a new measure
has begun, and is the only means of identifying how many repeats the codetta is being subjected
to. (Incidentally, there is a discrepancy between the published score and the Philip Glass
Ensemble rearding: between measure 27, in which the codetta is repeated 16 times, and 28, the
ensemble inserts an additional measure, consisting of thenaitghtell and the repetition of the
codetta 32 times, repeating this measure three times. | refer to tlasrmeaFigure 2 as 27B.)

As the codetta is subjected to more and more repetitions during the first section of the coda, the
expectation that the listener will accurately apprehend the precise number of repeats dwindles,
though she or he may reasonablyuass that each new measure involves a doubling. This
process is shown in Example 10.

Measure 28 inaugurates the second section of the coda, but the listener will not know this
for a certainty at first; measure 28 repeats the codetta material, omittieigllkeote cell,
initially giving the impression that the eighote cell had been displaced even further. Measure
29 dispels this assumption by repeating the firstimate group of the codetta, transforming it
into a sixnote pattern, shifting the meterthe process and suggestinthough not declarirty
that the eighhote cell may be gone for good. This turns out to be the case. The remaining

measures consist of logical though not necessarily rigorously processive or predictable
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Example 10: Progressive dwarfing of the eigbte cell
in the first section of the coda
Music in Similar Motion

arrangements of the twavo-note subsets of the fomote codetta, expanding the measure from
four notes to six, eight, twelve (for measures 31 and 32), and-tWiotyotes. Here, though there
is no clear process of accumulation (measure 29 replicates the first dyad, andcateretiie
last dyad, but this pattern, limited as it is, is broken in measure 31, and the complete
rearrangement in measure 32 thwarts any attempt at prediction), Glass does choose to maintain a
simple meter, no longer mixing in metrically dissonant thre groups.

Indeed, most of the coda section, from measure 23 on, can be heard in simple meter, in

spite of the thre@ote groups inhte eightnote cell. Repetition, combined with the melodic
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accents on notes one, nine, and eleven, encourage the listener to hear measure 23 in 3/2 time.
The subsequent enlargement of the codetta material through repetition strengthens this metrical
impres$on, since the codetta lasts a single beat in 3/2, and is divided in half by its melodic
contour. Measures 29 and 30, each lasting six eighth notes, convert the meter to 3/4, which is in
turn transformed into either 6/4 or 3/2 in measures 31 and 32. dio&atd pitch suggest 3/2 in
measure 31 and 6/4 in measure 32, which, like measures 29 and 30, temporarily disrupts the
simple meter of the coda. The coda closes by converting back into an unambiguously simple
meter of 8/2.

Meter is one of the tools Glasses to accentuate the formal schem@wasic in Similar
Motionn The other iIis the stepped expansion of thi
contour of the codetta lends a predisposition toward simple meter, though the additive
development of thenain section often undermines the application of this metrical pulse to the
entire measure. There are four points outside of the second section of the coda that arrive at
simple meter. The first is the first measure of the piece, although the absereeafdtta and
the unresolved conflict between triple and duple groupings renders a complex metrical reading
much more plausible. The second, third, and fourth possibly simple measures are measures 5, 11,
and 22; each of these three measures is followedrbgasure identical in contour and meter that
either adds a melodic part which replicates the main melodic line, transposed up a perfect fourth
(from measure 5 to 6) or adds a new part below the main line, following the contour of the
melody, but in similarather than parallel motidh.These pairs of measures (5 and 6, 11 and 12,

22 and 23), whose melodic contours are identical, can be heard in 3/2, 8/2, and 3/2 time,

4" The penultimate note of the top voice in measure 6 breaks the parallel motion.
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respectively. (The melody at measures 11 and 12 is sufficiently long and syncopat&d thena
meter of 8/2 very difficult to feel indeed, but listeners attending to the meter implied by the
codetta will find an even number of halbte pulses.) They also mark, again respectively, the
beginning of the main section, the beginning of the sepoogression (4+2+3), and the
beginning of the coda. Further, the unusual evenness of the meter in measures 11 and 12 suggests
a motivation behind Gl assoés fou-hotegrbupbeerder 0 se
introduced first, the meter would reavemained (relatively) stable, dividing into ten haite
beats. The twmote group would have upset the meter, but not so drastically as thedkeee
group clearly does. Every other measure of the piece (excepting the coda) is in compound or
complex ime, and there is a compositional interest in creating a maximally dramatic metrical
transition out of measure 11 or any other of these metrically stable moments. It is important to
note, however, that in spite of the mathematical evenness of these ragimuptece as a whole
is certainly not in any uniform meter. Instead, these pairs of measures signify moments in which
one can feel the music fall into an even groove, however syncopated.

The question of how these observations on form relate to thealigytor linearity of
Music in Similar Motiormust remain ambiguous. The extremely limited diatonic melodic
contend especially in the context of the Eufamerican avangjard® surely discourages many
listeners from listening toward or predicting importemtsical changes, since on the scale of
much of the music that historically precedes minimalist music, there are no such events here.
However, those listening from within the usual scope of minimalist musical changes will find a
comparative wealthofunegpc t ed turning points in this piece
it is, is the nature of these turning points. They are not the logical, systematic movements of

much of Reichdéds minimali s m, or of much of t he

206



THE TIME OF MINIMALISM

borrow Sol LeWitt distinction, Glass opts for rational over logical change; for relational
compositional decisions over the adherence to a predetermined gfoBessinusual blend of
complete predictability and chaos found in the introduction may notiperuch linear listening,
but the clear, formal aspirations of the main section, and the structural role of theoteght
theme in particular, retroactively supply the strange shifts in melody and meter of the
introduction with reasonable purpose. Witttie main section, only the rise and fall of the first
progression follow a strictly |l ogical rul e,
order o second progressi on. OTabdstinctéramithe togidof t vy
its arangemerd is perhaps most evident in his use of meter and the gradual but stepped
expansion of the piecebds pitch palette. The
melodic content are both unsystematically compositional and sensibly fdrthake moments
were removed, if the basic cell were nine instead of eight notes, for example, or if Glass
maintained the same pitch content throughout, the overall logic of the form would remain
unchanged. These moments are clearly compositional sigdptbg&tugh less noticeable than
many of those of tonality, for examplendicating important changes to the listener.

When compared to the more intuitive designSwéing Oub r R iAIR&nb@wsn
Curved Air Music in Similar Motiorappears austere andarous, but when put alongsiB&ano
Phase the formal compositional decisions Glass made in this piece take on a sense of interest
and direction. Changes in the melodic structure which initially seem random gain significance as
the piece progresses, whichturn supplies the listener with the confidence to predict future

changes, even while some of these predictions may not bear out. Considering the piece as a

“Condensed, for exampl e, i n his ASentences
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Markov chain, a listener might come to understand the predictable linearity of the first
progresion in the main section as setting up the frustrated expectation of a similarly uniform
progression in the second half of the measure. Here Glass uses realized expectations to foster
later deception. (Recall that expectations are again thwarted in tenteshen the second
progression is removed by a different means than that through which it was originally added.)
These crafted deceptions work in conjunction with the overall arch plus coda form of the piece to
grantMusic in Similar Motiora comparatigly high degree of linearity, though only for listeners
focusing on melodic change over the scale of the piece.

It is useful to compare this readingMbisic in Similar Motionr o Gl assés earl i e
TwoPages Wes Yor kés anal ydinshaptefl, dltdrnates bptwwveerc e, ment
highlighting the piecebs inert mathemati cal r
discussing processerived moments of ambiguify By contrast tdMusic in Similar Motion
however,Two Page$1969) follows its processes with precision. Each of the five parts of the
piece identified by York follows its own process with nearly complete predictability; the only
surprises, such as they are, come i n tekte numb
illustration in the different treatments of time between these two pieces. Part | is-acatall
arch form making use of the same sort of linear progression found in the first part of the main
section ofMusic in Similar Motionmeasuresi7l1), thistime starting with five notes rather than
six. Here, however, there is no second progression embedded (and distorted) between the
accumul ation and removal of tPrnofhapeonuectidss s . | ns

process has run its course, thecp moves on to the next. The clarity of procesBan Pagess

®Wes Yor k, fAFor m a idting? ondGtasssdsRichatdXK8stelpne(dlewi n
York: Schirmer, 1988), 60 9.
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accentuated by Gl assds decision not to repeat
to track the gradual and completely predictable motion from one measure to the next. When we
think in terms of the Markov chain, there are very few momentsvim Pagesvhere the listener
i snét completely in control, or completely in
IV expand without contracting, leaving some doubt as to wieynwould stop, and Part Il is an
arch form that also expands, giving no logical cue for the exact point of reversal. Parts | and V
do have logical conclusions, leaving the only the number of repetitions to be guessed.

In all of these Glass compositigriowever, it bears stressing that there is, to a greater or
lesser extent depending on the composition, a domination of smaller components (be they
externally determined as fwo Pagesinternally as irStrung Outor somewhere in between as
in Music inSimilar Motior) by the textual uniformity of the whole. Bernard focuses on this
overriding effect in discussing bokusic in Fifths(1969) andMusic in Twelve Part§l97 1
1974)*°Thi s observation goes beyond r emaurekessng t ha
linear than others by insisting that each of these dimensions is inextricably entwined with the
others. This is surely true of all musi c, but
through the dizzying use of shifting meters in a melibdy grants no breaks to collect oneself.

* * *

We have seen how Friedoés ideas of the ti me

the necessary corporeality of the viewer of modernist art. We have also seen that his dislike of

the time of theatrigl art stems in part from an again idealist notion that the body of the viewer

°Jonathan Bernard, AThe Minimalist Aesthetic,
the OProbl emd o Condéit Musiop Rdck, Md Jaiz Since 1®bBrabeth West
Marvin and Richard Hermann eds.oghester: University of Rochester Press, 1995), 273.
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should not be implicated in the presentation of the work itself; literalist art, by setting up a
theatrical scene, does exactly this. Musical time necessarily functions diffefidre need for
musi@d modernist or otherwigeto unfold formally in time is a result not of the limits of human
sensory perception but of the fundamentally temporal nature of the art form. Thus even idealist
musical aesthetics, so long as they conceptidiie acoustic phenomenon of music as being
essential, would understand time as an appropriate component of music.

Within the ambit of sculptural minimalism as understood by Fried, the change in the
mode of temporal experience is not only a moralistange, but a corporeal change as well.
More to the point, the increased relevance
Fried as morally compromising. Feminist scholars have convincingly pointed out a frequently
gendered relationship betweamoralistic distaste for corporeality on the one hand and bad

gender politics on the other, and as we have seen in Chapter 2, and as we will see in greater

depth in Chapter 5, problematic gender politics abound in minimalist sculpture and its reception.

Further, while Fried may use the necessary corporeality of minimalist time as a point of
disparagement, for Morris, whose analysis of minimalist sculpture is surely at least as troubling
from the perspective of g¢gendaeagemeat®f minimalistd 6 s ,
sculpture is not only affirmative, but claimed as masculine (under the guise of the public, as we
shall discuss in the next chapter). But since music is necessarily temporal, and indeed since in
most cases minimalist music is evenfpaned by physically present bodies, one must anticipate
that the body politics of minimalist musical temporality are at least different from, if not
necessarily at odds with, minimalist sculptural temporality. In what remains of this chapter, |

would liketo discuss the role of gender in the perception of minimalist music.
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I n spite of the materi al and moralistic di
there remains a fruitful similarity between F
neutr al Avertical time. 0 As weornnfatverapprosahon, bot h

organizin@ or choosing not to organideaesthetic experience. In both cases the experiencing
subject is both detached from the art work, in the sense that attentiot directed or narrated
by the art object, and incorporated into the art work, in the sense that thisurel(sometimes
metaphorically) ambulatory freedom foregrounds the presence of the experiencing subject as a
condition of art. This conflictingombination of distancing and incorporation, because it relates
to the literally present experiencing subject, is necessarily corporeal, and if one approaches the
i ssue of wvertical time with Friedodsgideali st
negative conclusions about vertical music as Fried did with minimalist sculpture; one is also
likely to miss the ambiguous formal play of linearity and verticality found in Glass and Riley
above.

The question of narrativity in both music and sculphetel considerable importance for
artists and critics of many different perspectives during the twentieth century, and though, from
the perspective of many observers (especially in the United States), the exploration of this
problem culminates in minimalisnt is certainly not unique to this comparatively small group of
artists and composers. It is surely clear to even the casual listener that directed formal climax has
held an important position in Western music at least since the eighteenth centuryM8Gkay
observes that the roots of tonality, which brings with it the domiteam¢ function, a
phenomenon that prior to Glassbdbs work in the
coincide historically with the origins of cultural moder@ityboth dating from around the

beginning of the seventeenth century with the works of Claudio Monteverdi and the writings of
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Galileo Galilei®»Say s Mc Cl aoreinted ténflit® flevetops to provide the illusion of
narrative necessity that underliesthemew s i ¢ of t P€l hmod dirind | eursd .on o f
necessityo becomes a key component of modern
becomes legible in much Western comapwactice music by way of metaphors of idealized if
often banal male senwlity.>

| would like to focus here not on the validity or clarity of sexual metaphors in minimalist
music, but on the more general concept of cultural, modern masculinity. The proximity of
modern masculinity to idealized male sexudlity sexuality norméed as heterosexual by the
prevailing heteronormative ideology of moderditwill be taken as apparent, but by choosing to
focus on masculinity rather than sexuality | am adopting the supposition that sexuality is neither
foundational nor primary, allowinfpr what | consider to be the likely possibility that idealized
male sexuality develops alongside, not prior to or as the essence of, modern masculinity. From
this perspective, the important issue with respect to the role of narrative time in musithes not
resemblance or lack of resemblance to sexual activity (of any sort), but the importance of
production.

In discussing masculinity in modernist cultural production | follow Gayatri Spivak
(following Derrida) in locating in modern masculinity a displaeat of reproduction by

production. Through reference to reproduction, modernity codes reproduction as decidedly

51 McClary also names Descartes and Copernicus. | focus on Galileo in order to make clear the
similarity between McClaryds view and that of
52 Susan McClaryFeminine Endings: Music, Gender, and SexugMjnnesota and Oxford:

University of Minnesota Press, 1991), 120.

BWithin this context, I wi || mean fimoderno to
from Galileo up until the ons@tambiguous in dted of postmodernism. It should by no means

be mistaken for ficontemporary. o
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feminine. The privilege granted to production, on the other hand, betrays an anxious and insistent
attempt to defend a patriarchal social antitigal order that relies on essentialized male
superiority>* Within this dominant epistemology, men are privileged in their capacity to create
permanent works and deeds, while women are subordinated to the domestic sphere of repetitive
domestic managemerChildbirth, considered within this framework to the quintessential
female activity which is problematic not least because of its dismissal of transexuality and its
further subordination of women who do not have childr&recoded as a cyclic phenomoa,
a part of the natural cycle of life and death, rather than the unique creation of a new life.

The attentive reader wil |l recognize i n min
distinction, borrowed by Mertens from Adorno, of the wadobjectand the workasprocess.
The latter concept, associated by Mertens with tonality, indicates what is often referred to as the
closed form, a form with a rational narrative trajectory that leads from an opening to a
conclusion. The woHasobject is a defirtive artistic work. The latter, worlisprocess,
indicates a work for which closure, and by implication formal narrativity, is not only unimportant
but to be avoided. This will in turn remind the reader of the observation, made by Bernard and
others, thatnuch minimalist music does not seem to begin or end in a properly formal sense, but
simply to start or stop. Much minimalism (and | hope to have challenged the ubiquity of this
claim above by pointing at the fgdossmdt | ayout s

present an artistic work to be marveled at as a testament to compositional virility. (It is worth

Gayatri Chakravorty Spivak, #fADi sAehigistement an:
Interpretations of Jacques Derridad. Nancy J. Holland (University Park, PA: Pennsylvania
Stae University Press, 1997), 4R&2.
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briefly returning here to the emphasis on the
between workasprocess and worksobject.$° [Paragraphemoved]

Rosalind Kraussds na-narrdivizatoreof anfancedisailptpre o gr e s
from nineteenth century modernity to the onset of postmodernity offers a coantative to
Friedds insistence that maottesrantrassecendenpdf ur e must
objecthood through a formal organization of tdrmehich again, paradoxically, is for Fried only
directed through time due to the unfortunate exigencies of imperfect human material
corporeality®® For Krauss artansucceed as artylzreating temporal stasis, and this success is
itself at least partially a political success, contesting the narrativity of enlightenment rationalism.
The similarities here with McQGenhesisignéadthanal ysi s
Westernmusial canon generally are clear. Bédét when
and Morris plays an i mpdoitristclaanthat anpanatysisoh Kr aus s 0
minimalism (whether in music or in sculpture) as affirmatively feminist ought torbsted and
examined more carefully. The mechanics of this problem will be explored in the next two
chapters. Thus whil e McCIl ary wmrsative Goggogitiont o i de
a deliberate feminist rebuke of the pejorative link forgedhiwitnodernism between femininity
and reproduction, we should not be so hasty to attribute such progressive ends to minimalism.

Even where minimalism has destabilized the modernist bifurcation between production and

reproduction, or between linearity andteality, it has clearly not done so in a way that reflects

55 |t must be noted though that this is not the agonistic s@syikrocess attributed by Adorno to
Schoenberg, characterized by the former as the struggle of content against form. Minimalist
work-asprocess is not a virilstruggle for individuality, but a disavowal of a specific,
nineteentkcentury masculinity in general. This theme will return in Chapter 5.

%6 Rosalind KraussRassages in Modern Sculptyf€ambridge, MA and London: The MIT
Press, 1981),I'B8.

214



THE TIME OF MINIMALISM

a progressive interest in gender politics. Instead, as we will see in Chapter 5, minimalism has

often merely reclaimed repetition and reproduction for the masculine dominant, doing little at all

to upset the associated problematic gender politics.
I n a passage discussi ng PratoelAesthetic Bdacationsof r e a d

Man, Spivak highlights the problem with assuming that the mapping of the dyad-bfrene

tasks (such as creagjrm work of art, in our example) and repetitive tasks (which by their nature

are never completed) onto public (or professional) and domestic:
| recall our efforts in the early days of academic feminism: to distinguish between male
tasks and domestic (feheaand servant) tasks, as eim@e only and repeated because
forever necessary, respectively. Something you can footnote as opposed to cooking and
cleaning, |l et us say. Schillerds woman i s
closely at the @ssage de Man quotes, you will see that the distinction between access to

truth and access to figuration is a displacement of the distinction betwe¢imenand
repetition that we discussed as historically assigned to male and classed malé/female.

HereSpivak points not only to the problematic displacement of access to truth ortimene
activities (which in turn are coded as mal e),
grace with presentness, but also more obliquely at the double dis@atof women, as
representative of an even larger group of those associated with repetitive tasks which includes
workingc | ass men. Here the misogyny of Morrisods ¢
he is marking out a space for masculinity witthie realm of repetitive tasks, at the expense of
other repetitive tasks (creating ornamental objects) which are explicitly named domestic.
[Paragraph removed]

More generally Spivakdés reminder serves as

rejection ofhigh modernist masculine aesthetics as a rejection of masculinity generally.

S Gayatri Clakravorty SpivakAn Aesthetic Education in the Era of Globalizati(@ambridge
and London: Harvard University Press, 2012), 33.
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Minimalist sculpture interacts with the tradition of modern masculinity not only by throwing off
the cultural expectation of directed formal completeness, but often by incamgaegietition
and reproducibility into its formal syntax. As Bernard points out, this is a primary point of
contact between minimalist sculpture, minimalist music, and the temporal criticism of Fried and
Kramer. But one must take great care not to mistaken i mal i smés hi st ori cal
from ideologically modernist formal paradigms for a progressive reassessment of gender politics
within cultural production. A rejection of an outdated mode of masculinity is not an endorsement
of gender equality cainy other ethical gender politics, nor is it even necessarily a rejection of the
presumed dominance of masculinity. We will see in Chapter 5 how minimalism in both music
and the plastic arts can be read as introducing a new form of masculinity, omerfreedny of
the formal suppositions of high modernism, but which nevertheless functions through ubiquity
and the insistent yet tacit assumption of normality.

This care to avoid binaries and mappiddhis decision not to accept the enemy of my
enemy as ariend, not to accept the supersession of modern masculinity as in any way
necessarily feminist applies not only to the cultural politics of music, but to our immediate
experience of musical time as well. To the extent that the analyses | have offereavareirg,
they contest the claim that all minimalism is definitively vertical. More fundamentally, most of
these analyses provide further evidéndesuch evidenceisnecessarg u ppor t i ng Kr ame
claim that all music is likely to support a mixture ofdar and nonlinear listenings. These
analyses also cast doubt on blanket claims about the temporal nature of minimalism without
all owing for the rather marked discrepanci es

music in particular resists thienelessness associated with verticality.
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The exact repetition in Reichés music and
surely offer a much stronger sense of verticality, but the pressing question ought to be why the
thematic but often not exactpetition used by Riley and Glass is so often understood to offer the
same sort of vertical experience, or why, for that matter, the inexact repetifonroDrgans
should correspond to the exact repetitio@no PhaseAny answer to this question muos
partial, since there can be no exhaustive answer that speaks for every experience of this music.
Vertical time in addition to being experiential must therefore also be to some extent personal,
and | cannot hoge and should not t§ to account for all psional experiences. But the personal
nature of verticality offers a beginning to the partial answer | would like to propose. The formal
character of Kramerdés theory of time does not
contrary, counterto prejudc es agai nst formal i sm, Kramer 6s b
experience of music as both personal and cultural, suggesting that there is a particular historical
Western bias toward linearity and often aastern bias toward nonlinearity. | do not have
the expertise to confirm or contest the broad claim thaiWsesterners are predisposed toward
listening nonlinearly, but regardless of the truth of this claim, it is clear that the cultural
education of the | istener rigneed mesicahemeeThusect on
listeners who believe that the linear aesthetic of Romanticism is the only or best temporality for
music are unlikely to have access to verticality & #fley will listen to vertical compositions
only with a sense of boredom.

The availability of vertical experience therefore depends as much on the specific
disposition of the literally present embodied listener as it does on the specific formal qualities of
the music. There is nothing to suggest that there is a particuldresgtaviences necessary for

an openness to vertical tidhenor, more radically, is there anything to suggest that all vertical
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experiences are the same or equivalent. One listener may experience vertical time as a result of a
lifetime of education while anber may suddenly begin attending to phenomena she or he had

until that point dismissed. One of the salient points to be taken from the above analyses of
minimalist compositions is that the particularity of linear or vertical experience, and its

dependencen a specific embodied listener, affects the perceptibility both of vertigadisy

Kramer specified andlinearity. This is also to say that a traditional education in Western linear

forms will not necessarily produce in a listener a special sensitivitly imear music. The linear
formations | have argued for in some of Riley
formations of Mozart or Brahms, but nor are those formations which Kramer isolaes in

Moutons de Panurg&Vhen Kramer saysthéatTr adi t i onal anal ysi s has |
music, 0 he both identifies the for mal natur e
concerned with form in the broadest of senses) and insists upon the development of new

analytical tools ér dealing with new treatments of time in muSielowever, our education in

what lends earlier music its linearity must not deafen us to new methods of creating linearity, as

it likely has in some of the reception of minimalist music.

58 Jonathan Kramefhe Time of Mus|c388.
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CHAPTER 4: SPACE, INTEREST, AND UNIQUENESS

The adoption of space as the theme of this chapter will seem misleading initially. The
ambulatory space of minimalist sculpture as described by Robert Morris will be of importance
below, but the true object of study will be the relatbetween the subject and object that causes
this space to become something of which to take notice. In sculpture this space is between the
viewer and the sculpture; in music it is the space between the listener and the performer (or
amplifier). But we vill not be concerned with the literal architectural location of performance or
display. Instead we will be looking at why it is that the space of the minimalist sculptural
encounter was felt to require remark, and whether this need for remark extendtherwrse
has implications for minimalist music. Within sculpture this requires taking seriously the
guestion of anthropomorphism in minimalism, in which the space between viewer and object
takes on a character analogous to the relational space betweanthu bodi es. Hannah
political philosophy will help us wrangle with this issue, but will not help us much in
understanding the corresponding musical phenomena. Instead, we will examine at length
Adriana Cavareroods phi ltsapoogndtyeorads theimmrahce ofy , wh
the speaking or singing voice within the space of the ethical encounter between unique people.
Once a clear understanding of the framework o
will look closely at the voal practices of La Monte Young and Steve Reich. But first we must

|l ook more closely at the role of anthropomorop

Mi chael Friedds reservations about the dur
stem from hiscontemtor mi ni mal i smés apparent indifferer
Mi ni malismdéds telltale simplicity | eads the vi
judgment and toward a perpetual st atnevhichf i nt e
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the critic is either attentively engrossed in a successful sculpture or moving on from an
unsuccessful one, is replaced by an experience in which all facets of thé g#paceom, the
viewer(s), and the sculpture its&lachieve more or less equabminence. The scene created,
says Fried, is a scene of theater, an artistic discipline in which the singular object is far less
important than its milieu and presentation.

I n the context of theater, Friedoas troublii
minimalism is guilty of anthropomorphism makes some sense, since one of the essential
elements of theater is the human agtarplay without players is difficult to identify as such.
The viewers and the gallery in which they view clearly cannot fillrihies, so it must be left to
the sculptures themselves, even if they seem to refuse to take on any dramatic character. As Fried
says, minimalist sculptures possess fAa kind o
peopk! Within the contextofthe&ar cr i ti ci sm of his ti me, Fried©a
anthropomorphism was quite unorthodox. In the 1960s, the body had become an important focus
for American artists and critics. With the birth of numerous cool and geometric styles,
accompanied akey were by the decline of abstract expressionism, the questions of gesture and
expression became important aesthetic concerns. Frances Colpitt explains that for many artists
during this period, and for minitimmwdmest s i n pa
something of a taboo, or at best a polemical lightning e definition of
Ailant hr op odneasilypehough omderstood in the context of representatioBaisart

obscured in the context of noapresentational art, and indeed, as can be séehboi n Col pi tt

! Michael Fried Art and Objecthood155.

2 This and the following arguments Colpitakes regarding anthropomorphism and presence are
from Frances ColpittMinimal Art: The Critical PerspectivéSeattle: University of Washington
Press, 1993), 6D9.
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account and in reading some of the most commonly cited texts on minimalism, understandings of
Aant hropomorphismo in the 1960s were someti me
purposes, Col pittos f or mu lewel asarfounadtionarwhidthr o p o mo
we can contrast other definitions. For Colpitt, anthropomorphism in abstract art takes one of two
forms: gesture and biomorphism. Most abstract paintings, of course, in so far as they rely on
anthropomorphism at all, tendme t oward gesture than biomorphi
allover paintings can be described as anthropomorphic even though they clearly do not present

any biomorphic qualities; the presentation of the subjective bodily activity of thé artist

gestur® sufices. Abstract sculpture, as Colpitt relates, is more likely than painting to exhibit

bi omorphic anthropomorphism. David Smithés va
the best example for our current discussion, given his importance for crithadWiFried and

Clement Greenberg. Anthony Caro, on the other hand, along with Mark di Suvero, work with a

more gestural anthropomorphism.

Most critics keep the concepts of anthropomorphism and presence at a distance from one
another, often consideringe two to be either contradictory or at least in aesthetic opposition. In
AArt and Objecthood, 06 Michael Fried directly
minimalist art has the characteristics of both presence and anthropomorphism, bet that th
manifestations of presence and anthropomorphism in minimalism are closely related to one

another through the umbrella concept of theiMmimalism for Fried, because of its reliance

51 am suggesting, then, that a kindhismi hidder
|l ies at the core of Iliteralist theory and pra
Mi chael Fried, AArt and Objecthood, o 157.
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on presence, is essentially anthropomophowever lacking it may bie either gestural or
biomorphic anthropomorphism.

Here we should take some care before continuing on, recalling that in spite of the
unifying epithet, minimalist sculpture is in fact quite divei&ged primarily concerns himself
with the works of Moris, Judd, and Tony Smith, all of which fill the role of a mute, featureless body
fairly easily: they tend to be | arge (Somhe not t o
of Walter de Mariads and Sol rLeiWittd®H,s alog &, c ar
reasonably well with Friedés model of anthrop
LeWittds work would better be described as sk
sculptors, Dan Flavin and Carl Andre polse greatest problem with respect to
ant hropomor phi sm. FIl avinds fluorescent | ight
(composed as they are more of light than of matter), challenge the stout physicality implied by
Frieddbs invocaphion ofagatphrepeomoe. However, wi
sculptures one becomes aware of a certain warm proximity, as the glowing tubes emit not only
l ight, but sound as well; standing near them,
senses thpresence of the sculptures in a fashion not entirely unlike the experience of standing
near another human beifdndr eds work i s more problemati c.
minimalist efforts (such aSedar Piecg1959)) demonstrate sufficient vertiitglto appear
anthropomor phi c, by the time Fried penned QAT

exclusively to a horizontal idiom, stacking bricks at most two high, and often simply laying thin

“The exhibit | vimwsedmid®osvoTatlinElDed ¥980)oa display
aspartofte per manent collection of the DIA foundat
Viewed in the summer of 2012.
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met al pl ates on t he gr ongeiodnthopothaphibnywillde ehgaged An d r
more directly in the next chapter, since it offers a much different understanding of the human
condition than that which we wil/| be explorin
presentation of bare matdrig and avoidance of illusionary compositionality, both of which
correspond quite closely, in spite of their almost complete lack of height, with the minimalist
scul ptures to which Fr i elgngsgculptunes may mdpitea att ends
difer ent political mod el of Iiteralist anthropo
anthropomorphic stage presence is largely a question of occupying a room rather than occupying
attention, t he-dimeAsiodat seulptire has its plaeghin thiw critique in spite
of its refusal to occupy vertical space.

Deciding whether or not the form of the #fs

merely a common ¢ o mp @raedrherefdreofor mifiimalish sguptum@lr e s e n

O
D

practicé® might be useful for distinguishing various relationships within minimalism, but it may

be beside the point with respect to AArt and
as such that troubles Fried. iRaismCaningsiug,t 6s ana
anthropomorphism in one form or another is a common enough occurrence in Western art. What
disturbs Fried about minimalism is not merely its anthropomorphism, but the quality of its

ant hropomor phism. A[ W] hkastnot tha it isvantbropgmovphicbbt | i t er
that the meaning and, equally, the hiddenness
Friedds attention to the hiwichenirroredaesreaddby of m

Greenberg with respeait mi ni mal i smdés @ alowsdimédnclweTorsyi bi | it i

Mi chael Fried, f@AArt and Objecthood, o 157.
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Smithés nighttime drive on an unfinished turn
there is no art object at all; there is only a scene. For Fried, thigistieeegted separates
mi ni malism from modernism. Friedbs modernist
which transcends itself as art. Theatrical art, on the other hand, subverts the distinction between
the art object and its surroundings. In the previous chapt&yoked at the temporal aspects of
the artistic experience of minimalism. Presently we will look at its spatial component.
In order to discuss the theatrical experience of minimalist art, Fried borrows an
appropriate word from Donald Judd: interest. Ascdssed above, Fried argues that minimalism
relies upon a viewer that will take interest in the minimalist object as well as the situation of the
object in the gallery. In contrast, modern art compels the viewer to focus on the art object itself
and develp a conviction as to its quality. By allowing attention to roam from the art object itself
to its setting, minimalism participates in a theatrical sensibility.
I n keeping with the genedfaPr egs e@rutrndaan it ngr
examped we can conceive of minimalism and the theatricality of the scene more generally as
being worldly® Worldly in this case indicates not merely the material reality of the work®f art
a reality held in common amongst all plasti®abiut the perceived netmanscendence of the art
object itself, as well as its implication or inclusion of the entire gallery scene. The reality of
artistic transcendence, a subject upon which reasonable people could disagree at length, is
irrelevant at present; what is importasthe invitation of the entire space into the artistic
experience, which for Fried derives from a failure to transcend objecthood, and for Robert

Morris occurs through formal decisions on the part of the artist.

*For the relationship between Puritanism and 7
Minimalism: Art and Blemics in the Sixtie234 238.

224



SPACE, INTEREST, AND UNIQUENESS

What this leaves us is a situationconcemg t he appearance of a #dp
a scul pture and an intervening space between
political philosophy, as expressedlihe Human Conditigrusefully theorizes the spatiality of
human encounterand will serve as a preliminary model for our discussion of this topie
scene of minimalist sculpture, as theorized by Fried and Morris, is twice worldly in Hannah
Arendt s sense of the term: fir gérmandndngsetgal | er
apart from the natural environment; and second, it is a public scene of encounter. Arendt draws a
distinction between the natural environment and what she conceives of as the world. The latter is
always constructed through human work, servingptimposes of providing shelter (in the case
of a home) or a public space in which humans can meet. In the context of human encounters, the
worl d becomes an object of interest, a word w
something whichinter-est which lies between people and therefore can relate and bind them
t o g e ®Ithseextrendely unlikely that either Judd or Fried intended the \vaedestto carry
Arendt ds specialized denotation, buyson here i s
minimalism that this sort of intestis operative, that the interest of minimalism is much more
concerned with the spatial encounter of viewer and object than with the formal qualities of the art
itself. We have seen that Fried is especially distd by the emphasis on the space of
minimalism, which for him functions in excess of the art object itself, connecting the viewer to
the object while simultaneously maintaining distance. We have also seen, in a previous chapter,

that a major consideratidnor Mor ri sés mini mali st aesthetic v

"Hannah ArendtThe Human ConditiofChicago and London: University of Chicago Press,
1958).
8 Hannah ArendtThe Human Conditiqri82.
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in preference for a public realm. In particular Morris insists on the concomitant spatial (as well
as temporal) effects of public art, which, in part through its persistent avoidamceofent and
detail, impels the viewer to circulate within the space of the object.

What i s peculiar about both Friedbés and Mo
publicness of minimalism is that in strictly material terms minimalism and moderoisratd
occupy fundamentally different spaces. Both are viewed in the physical space of the gallery and
both are equally public. Here an important distinction needs to be reiterated between the
generally worldly and the specifically public. For Arendt, thera classical distinction between
public and private spaces, the latter being the space ofdiwihgracterized by the often
autocratic order of the famidyand the former ideally reserved for properly political action, the
face to face meetingof unigeequ al s. The advance of modernity
view, a decline in authentically public spaces. Public spaces are gradually replaced by social
spaces, characterized by private or personal activities performed outside of the private sphere of
the home. Indeed, the nineteenth century, which for Fried as for Greenberg is the crucible of
modernity, for Arendt represents a culmination of growth in sdaich is also to say
intimated art forms, begun a century earlier:

The astonishing flowering gfoetry and music from the middle of the eighteenth century

until almost the last third of the nineteenth, accompanied by the rise of the novel, the only

entirely social art form, coinciding with a no less striking decline of all the more public

arts, espaally architecture, is sufficient testimony to a close relationship between the
social and the intimat®.

9 Hannah ArendtfThe Human Conditiqr9.
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That the work of many minimalist sculptors, and Morris in particular, is often understood to
implicate architectural fornd&s even while refusing architet ur e 6s es s edduielpl f unc
verifies a return to a public aesthetic.

On the other hand, Friedds entire aestheti
for intimacy over publicness. Through the grace of presentness, Fried arguls teaetation
of the quality of modern art is accomplished through a sort of social (private but taking place in a
common space) communication between the work of art and the viewer, whose careful attention
is rewarded by the grace of art, just as the pi©bristian is rewarded through the grace of a
personal God. (And just as the Bible discourages making public the intimate act of prayer,
Arendt discourages social formsof dftfr i eddés aut hentic el itism, a:
rejects the ideathatastoul d ever be displayed in a truly p
word. Within the protocols of this form of modernism, viewers are not distinct equals but instead
are more or less privileged, depending upon education, sensibility, and attentione d 6 s el i t i
exceeds Greenbergbés in this sense, transf or mi
into blessed. Minimalist sculpture, on the other hand, is understood to be authentically public,
presented to and present for the viewer nondstamate communication of artistic quality
(presentness), but as a public and open interaction of everything in the space, viewers and
sculptures included. Minimalism would appear to be truly for everyone with the leisure to
frequent the galleries, achieg this fead viewed by Fried as a deméyiby discouraging

inti mate examinati on. I n Greenbergds terms it

10 Matthew 6:5.
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Morris too, it will be recalled, had a considerable investment in the distinction between
private and pmitinhaiised oabetter putMis theory sf&culptdrés founded
on a dismissal of what he terms domestic art, which is characterized by its use of detail and
diminutive size, which lead to intimacy. Morris effeminizes earlier modernist idioms, which
make recarse to dynamic colors and compositional forms, by comparing them to domestic
bauble® and by implication to handicraft rather than art. We looked briefly at the problematic
gendered tropes which enabl e Mor r assazigtiontoheor y
intimacy, domesticity, spacelessness, and incoherence, all of which are asserted to indicate bad
artistic practice), and his ANotes on Scul ptu
turn to the material character of minimalighor now, Morris serves as an accidental caution
against utopiani sm: Friedbdbs preferred private
motivated negation of the private in favor of public art is by no means politically unproblematic
or egalitarian

Attention to the publicness of minimalist sculpture suggests a refinement of our
understanding of Friedbds analysis. Arendt rem
facture, separate from our place of dwelling:

[ T] he ter m A pheotld itself, insao fgrmg if is cersmon to all of us and

distinguished from our privately owned place in it. This world, however, is not identical

with the earth or with nature € To |live tocg

of things isbetween those who have it in common, as a table is located between those who
sit around it; the world, like every-between, relates and separates men at the samk time.

But when Fried identifies the unusually public space of minimalism, he does not place

minimalist sculpture in the same role Arendt places the table. The sculpture itself is not of

11 Hanna ArendtThe Human Cadition, 52.
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interest; rather, the world of the gallery is between the viewer and the art object. The creation of
this public space is what lends minimalism its latent apthmoorphism, since, as Arendt states,
it is the interaction of humans in the public space that give the world a quality of interest.
However, Frieddbs anthropomorphic reading of m
with the simultaneous claim thatinimalist sculptures are merely objects. This contradiction has
implications for the material character of minimalism, explored in the next chapter, but in terms
of Arendtian public space, it ought to be expected; the fact of publicness relies upmestnee
of another person. For Fried, this contradiction is positive and generative.

Whatever the conflicts between its objecthood and anthropomorphism, minimalist
sculpture would seem to serve an adequate replacement for a human in the creation of an
awaeness of public space, in a way that modernist painting and sculpture, perhaps due to their
more intimate revelation of artistic expression, could not. Though Fried argues that the theatrical
scene of minimalis@ what we are referring to as its public sgaavould be possible in the
absence of the object itself, it is clear that the minimalist object plays a decisive role in the
specifically minimalisd rather than generally theatri@amanifestation of this phenomenon.
The guestion that must be addressed tieme is whether minimalist music occupies a similar
role. Does it project anthropomorphic presence? Or more generally, how do the spaces of
minimalist music compare with the spaces of minimalist art? It has been frequently remarked
that minimalist musicrad minimalist sculpture often shared venues, and we have referred above
to studies of the materi al space of minimalis

for exampl es, a s'? but thé duestios here & ot ane df mateyiabd ssianeof

2David Chapman, f@dSpace, Collaboration, and Cu
Filmmakers Cinematheque, 196796 8, 06 conf erence paper present ¢
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