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For the Diviner
Before the Reading:

Examine your relationship with the idea of “Asian-ness” and with that of “American-ness”
If you have a query, ask it out loud in one or more languages the musicians and audience can understand

During the Reading:

Use your preferred method to obtain Yang/Yin line readings
Once you have obtained a result for each line, transmit the result to the musicians via flag signals before throwing the next line

For a stable Yang line —— raise a white flag and hold it steady
For a moving Yang line —e— wave a white flag
For a stable Yin line —— wave a black flag
For a moving Yin line —x— raise a black flag and hold it steady

At this stage, the Musicians’ response to the flag signals will be mediated by their respective Trigram Scores

The Guzheng will respond to the first through third lines, or Lower Trigram

The Pipa will respond the the fourth through sixth lines, or Upper Trigram

Once the entire Hexagram is obtained, wait for the Pipa player to finish before moving on to the interpretation stage

Interpreting the Reading:

Say the name of the Hexagram out loud in one or more lanugages that the musicians and audience can understand
Use the Hexagram in its original form, with moving lines unchanged

If you feel the desire to add commentary, from the Sages or from personal experience, now is the time to do so

If you feel the desire to address the moveing lines and speak the name of the alternating Gua, now is the time to do so

Once you have finished speaking, choose one version of the Hexagram (original or alternating Gua)

Transmit the lines of the Hexagram in order (from bottom to top) using flag signals as before

The original Gua will contain moving lines, but the alternate Gua will not

At this stage, the Musicians’ response to the flag signals will be mediated by the shared Hexagram Score

The conscientious Diviner will achieve seamless flag-signal timing through familiarity with the melodies of the Hexagram Score



First Line: YANG
—— Raised White Flag: Play in Martial Style 5, fH
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First Line: YIN
— — Waving Black Flag: Play in Civil style 3C B
—x— Raised Black Flag: Play in Martial Style 3, i}
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Second Line: YANG
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Second Line: YIN
—— Waving Black Flag: Play in Civil style 3C W
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Third Line: YANG
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Third Line: YIN
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Fourth Line: YANG
—— Raised White Flag: Play in Martial Style 5, BH
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Fourth Line: YIN
— — Waving Black Flag: Play in Civil style 3. #
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Fifth Line: YANG
—— Raised White Flag: Play in Martial Style 5, g
—o— Waving White Flag: Play in Civil style SC #]
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Fifth Line: YIN
—— Waving Black Flag: Play in Civil style 3C W
—x— Raised Black Flag: Play in Martial Style 3,

let accented notes ring
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Sixth Line: YANG
—— Raised White Flag: Play in Martial Style 5%, pH
—o— Waving White Flag: Play in Civil style SC H]
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JI At

Add Flowers

Pipa lead
Guzheng accompany

Write out the Hexagram formed by both Trigrams

Read the Hexagram from the bottom up

JI At

Add Flowers

Guzheng lead
Pipa accompany

Key of C 60 BPM Pickup Phrase: 1 6
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For each YANG Line, play the notes ABOVE
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For each YIN Line, play the notes BELOW
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JI At

Add Flowers

Guzheng lead
Pipa accompany

For each SOLID Line, follow instructions on the LEFT

For each MOVING Line, follow instructions on the RIGHT

JIN At

Add Flowers

Pipa lead
Guzheng accompany



Meditations

The structure of this piece is determined by the manifestations of Yang [5 and Yin [& in a simple I Ching divination.
A basic understanding of I Ching reading is necessary to perform this piece. Alfred Huang’s book on the subject is one resource that outlines the procedure clearly and succinctly, while also providing an
opportunity for more in-depth inquiry beyond the scope of this piece.

A singe Hexagram reading will take place on the stage. During the reading, each line’s Quality (Yang or Yin) and its Status (stable or moving) will be relayed to the instrumentalists via flag signals. For
each line, Quality will determine the notes to be played, while Status will inform the affective aspect of performance. This approach is inspited by my complicated relationship and personal history with
“Chinese” Music and “Chinese” Philosophy. In this and several other ways, Other Futures is different from John Cage’s Music of Changes. A short run-down of the points of divergence may help to con-
textualize Other Futures as a work of Experimental American Art Music. Incidentally, it will also serve as a handy way to illustrate why Other Bodies is structured the way it is, and how it works as a
ritualistic piece of music and performance art.

Cage concieved of I Ching readings as random occurences. He used them in the development of his pieces to “make a musical composition the continuity of which is free of individual taste and memory
(psychology) and also of the literature and ‘traditions’ of the art.” (Cage, Silence, 1961.)

Contrastingly, my philisophical backgound concieves of the physical world as a dynamic web of interconnected chains of cause and effect. In this context, the “random” occurences in an I Ching reading
are directly related to all the other events in direct temporal and physical proximity to the reader. Like the pattern of clouds above or the arrangement of leaves underfoot, the results of each I Ching
reading are Characteristic of the situation in which the reading takes place. Whether concieved of as random events or as elements of an interconnected and all-encompassing pattern,

each I Ching reading is a circumscribed sample of what is happening in a sepecific place, at a specific time, to specific people.

This explains why the reading for Other Futures takes place on stage, and is integrated into the performance. Each line of the Hexagram embodies a moment where either Yang or Yin energy predomi-
nates in the performance area. These metaphysical “data” are relayed to the active instrumentalist, who uses it to choose between two versions of a musical phrase corresponding to each line number — a
Yang version, or a Yin version. The reader also relays information about each line’s Status, which indicates whether the predominating quality (Yang or Yin) is stable or in the process of changing. This
parameter determines whether the notes of the current line’s Yang or Yin phrase should be played in the Martial &, ] or Civil 3¢ #lj affective style. These styles have their origins in traditional Chinese
repertoire and correspond to exciting and soothing interpretations, respectively. As such, the Martial style is associated with Yang energy, while the Civil style is associated with Yin. When a line’s Status
is stable, its phrase will be played in the associated style (Yang Phrase: Martial affect. Yin Prase: Civil affect) and when a line’s Status is moving, its phrase will be played in the opposite style (Yang
phrase: Civil affect. Yin phrase, Martial affect).

The composition of the Yang and Yin versions of each musical phrase is informed by my understanding of Yang and Yin energy, founded on oral wisdom traditions in my family culture as well as from
martial arts training (tehcnique, philosophy and theory) which I underwent in my formitive years. For each Line, the Yang and Yin versions are based on the same core melody. Yang vetsions involve
denser textures, faster subdivisions and larger pitch ranges than their Yin counterparts, which make more use of silence and of harmony. I have striven to make each version of each phrase embody its
Quality to the greatest extent possible, so that the energetic data provided by the I Ching will be accurately reflected in the music. Here again, I am at odds with Cage, whose compositional methods
created a disconnect between the manifestations of Yang and Yin in his behind-the-scenes I Ching readings, and those in perormances of the resulting sheet music.

Despite Cage’s avowed intention of relinquising executive control over his creative process, Music of Changes presents as a prescriptive score with highly specific directives embedded throughout. Ironi-
cally, interpretation of the piece (including its more impractical “random” moments) ironically requires the performer to be minutely versed in the “literature and ‘traditions’ of the [Eurocentric Ameri-
can intellectual music] art” which include rigorous attention to written detail. The Chinese musical styles with which I am familiar take a diffferent approach, in which songs and pieces consist of an
essential structure, whose subtleties, dynamics, articulations, etc. are determined by the performer. In Other Futures, I have made a point of leaving as much room for interpretation as possible. This is
partly a function of the neecssity of affective change as articulated above, but also reflects a deeply held belief that it is ultimately the composet’s role to serve, not to be served by, the performer.

The melodic sensibility of Other Futires is informed and inspired by a deep vein of shared aesthetics between certain types of traditional Chinese repertoire and certain styles within the broad and cultut-
ally dominant Afro-American musical tradition. This connection is obscutre to most American music scholars at the time of writing, but has been noted by Hafez Modirzadeh with respect to John Col-
trane. It includes shared scales/tonalities, articulations/ornamentations, formal/structural conventions and interperative paradigms. The core melody of Other Futures uses a form whose scale spacing,
modal approach, iterative structure and pitch contours are found both in Chinese song-compositions of ancient provenance (General’s Mandate #§ 8.4~ High Mountain Flowing Water 1] 7K) and in
Afro-American song-compositions of the rural school (Going Away- Staple Singers. Last Fair Deal Going Down- Robert Johnson). The melody is central to Other Futures, and serves as the listener’s
personal proxy and point of reference throughout the piece. It is both constant and ephemeral — the music’s focal point, but also the blank canvas on which the I Ching reading manifests its energetic
texture. This represents my final and most importand departure from the conventions of American Experiemental Music. Other Futures is not really an aesthetic statement or a thought experiment. It is
a neo-Taoist meditaion on the nature of here and now. A single melody with 64 faces and infinite expressions. A bridge between the familiar and the unknowable. A song of you.



