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Lose control, listen to each other, and
create - understanding cooperative music
making from a chiasmatic perspective /
Cecilia Ferm Thorgersen

Abstract

In order to create democratic milieus for creative musical
group work, relations between individuals and the musical
world should be investigated. One way of coming close to the
interaction between subjects and music in such environments
is to use philosophy as a tool for understanding. In the
current article the philosophy of flesh and chiasm as
developed by Merleau-Ponty in his later works, is used to
acquire knowledge about cooperative composition. Chiasm means
criss-crossings between the perceiving and the perceived,
self and other, and language and meaning. The aim of the
study was to describe and understand the phenomenon of
cooperative composing from a pupil's point of view. The
experiences of five 15 years old pupils involved in a New
music project constitute the access to the phenomenon. Themes
that describe the phenomenon of cooperative composing showed
to be: To embody new areas, Intertwinement of ideas, The
function of language and symbols in chiasmic communication,
Challenges and wonders, and To grow into the field of
contemporary composition.

Keywords: Music Education, Philosophy, Theater & Performing
Arts, Merleau-Ponty

Introduction

<1> The concept cooperative, or collaborative composition is
many-folded and may be defined in several ways. The common
thread among the definitions is that it concerns the act of
composing where more than one composer participates. But, how
many, which kind of individuals are involved in which
context, and what kind of music is being composed can vary.
When it comes to individuals involved, earlier research
within the music educational field addressed composing among
pupils (Tobias, 2013), between composer and audience
(Anderson, 2012), teachers and students (Barret, 2006), and
complicated designs involving pupils in different ages, music
student teachers, composition students, as well as
professional musicians and composers (Ferm Thorgersen &
Georgii-Hemming, 2012). The composition activities moreover
took place in ordinary classrooms, in higher education, in
informal digital (Keller et. al., 2011; Partti & Westerlund,
2012; Seddon, 2006) as well as informal acoustic settings
(Baker & Krout, 2012) or in different mixes of the
aforementioned environments. Pedagogical challenges found in
the organization of cooperative/collaborative composing
activities include, for example, how to let all individual
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composer voices be heard, how to relate to musical cultures,
how to handle power-relations, and views of the other, and
how to guarantee musical learning (Wang & Lin, 2007). Other
challenges include striking a balance between process and the
artistic product (Barret, 2005), and the structure of and
freedom in formal tasks (Riel & Polin, 2004), or informal
digital activities (Partti & Westerlund, 2013). In order to
create democratic milieus for creative musical group work,
where individual voices are heard and listened to (Arendt
1958) the relations between individuals and the musical world
must be investigated further. One way of coming close to the
interaction between subjects and music in such environments
is to use philosophy as a tool for understanding. In this
article the philosophy of flesh and chiasm as developed by
Merleau-Ponty (2004) in his later works, is used to acquire
knowledge about cooperative composition. As represented by
the Greek letter "χ" ("chi"), chiasm means criss-crossings
between the perceiving and the perceived, self and other, and
language and meaning, thereby implying a contextual encounter
between individuals and groups, who, by acting together, can
change and transform their life-worlds. Consequently, chiasm
can symbolically represent the interactive milieu of
cooperative composing between pupils, composition students,
instrumental students, teachers and professional musicians
and composers. The chiasmic perspective aims to make
understanding of the complex relational phenomenon of
cooperative composition possible. The experiences of five 15
years old pupils involved in a New music project that aimed
to encourage cooperative composition of contemporary art
music constitute the access to the phenomenon.

Aim and research questions

<2> The aim of the study was to describe and understand the
phenomenon of cooperative composing from a pupil's point of
view. To fulfil the aim the following research questions were
constructed:

How did the pupils experience the process of
composing?

How did the pupils experience the communicative
situation?

Project description

<3> The cooperative project that constituted the context for
the investigation presented in this article was called the
New Music Project and included a 9-grade class, specialised
in music at a compulsory school, four composition students
and seven instrumental students[1] at folk high school level,
a composition teacher, seven professional musicians [2] and a
professional composer, all situated in the Northern part of
Sweden, despite the composer. The aim of the project was that
the ideas of the pupils should be guided and developed by the
students, and the composer, and that tools for handling the
learning process was offered by the composition teacher, all
inspired by the so-called Kulturverkets model (Ferm-
Thorgersen & Georgii-Hemming, 2012).

<4> The project was divided into three phases; an
introductory phase, a creative phase and a finishing phase.
The introductory phase included a presentation of and
reflections around art music, a presentation of the
accessible instruments and their possibilities by the folk
high school students, an introduction of chosen composition
tools, and a discussion together with the instrumentalists
about important moments related to the interpretation of new
music. Connected to the presentation of new music, the pupils
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were offered insights into how different composers have
chosen to focus upon different parameters musical thoughts to
reach new expressions, and thereafter to reflect upon what
happens when one specific parameter is chosen as the most
important. The concept of parameter was defined in its
broadest sense, and the parameter melody was excluded aiming
to release the pupils from their musical habits. The second
phase, the creative one, started among the pupils as a play
with parameters. The pupils were encouraged and provided with
tools to compose a test piece to try their parameter and
tools for composing. They were also encouraged to use varied
kinds of notation, and leave space for the musicians' own
creativity. Thereafter the pupils were divided in five groups
and expected to create their own musical material or piece.
Each group choose their own parameter, and had access to one
composition student each[3] who could guide them in their
processes specifically when it came to notation, playing
parts of the music and technical problems. Thereafter they
helped the pupils to create a form for the piece, make the
piece playable, strengthen the ideas of the pupils, and if
agreed upon, complete the pieces with new material that could
lift and strengthen the musical ideas. They made the music
and recorded it with the help of midi-instruments. The
instrumental students were performing the pieces in their
current shape involving discussions and changes. The final
phase was constituted by a number of processes. Firstly, the
composer created two pieces based on the material of the
class; one for the professional musicians, and one for all of
the musicians together. Secondly, the composer presented her
work for the pupils, where they had the freedom to influence
the result. Thirdly, the composition students and the
composer discussed and reflected upon their different ways of
treating the material, and finally the musicians performed
the music in public.

<5> The goals of the project was to:

Provide the pupils with insight into modern art music as
well as composition work, and be actively involved in
the creative process of composing a new work of art.
Give the composition students at the folk high school
level the opportunity to work actively with musicians,
and exchange thoughts and values with a professional
composer in a situation where all participants relate to
the same material
Offer the instrumental students at the folk high school
level an opportunity to meet newly composed art music,
be involved in a discussion about the possibilities and
limitations of their music, and work together with
professional musicians and learn together with them in
an active music making process.
To offer the professional musicians new concert material
grounded in a younger group of listeners, and on the top
of that; a new audience.

The theory of chiasm

<6> The phenomena of the pupils', composition and
instrumental students', as well as composers' experiences,
can be seen as being grounded in the chiasm between them; and
as the intertwining of students' experiences of pupils and
their understanding of pupils' experiences. This kind of
thinking suggests that the experiences of pupils involved in
a cooperative composition project are intertwined, criss-
crossed in a circle of the touched and the touching.

<7> The Intertwining-The Chiasm (Merleau-Ponty 1968) focuses
on the relationship between interiority and exteriority. In
rejecting a model that assumes an isolated body separate from
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the external world, Merleau-Ponty takes into account the
notion that the body is the threshold of experience. He
argues that subject-object distinctions need to be understood
from the perspective of entanglement and interconnection.
"The bodies of others are not objects; they are phenomena
that are coextensive with one's own body" (Merleau-Ponty,
1968, p. 118). Frustrated by a language that maintains
dualism and dichotomies, Merleau-Ponty introduced new terms,
such as "intertwining", to illuminate the inseparability of
subject and world, and "chiasm" to describe the "place in the
flesh of the world where the visible flesh also sees, where
the tangible flesh also touches". Merleau-Ponty's concept of
"flesh" emerges from his understanding of ontology as being
grounded in the body. Flesh belongs neither to the material
body nor to the world exclusively. It is both subject and
lived materiality in mutual relation. It cannot then be
conceived of as "mind" or "material substance", but rather
flesh is a fold "coiling over of the in- visible upon the
visible" (Merleau-Ponty, 1968, p. 138). Flesh includes
chiasmic spaces; gaps between the body and the world, wherein
it folds back on itself in an intertwined and ensnared
relationship. Flesh as Being gives rise to the perceiver
(seer) and the perceived (seen) as interdependent aspects of
subjectivity.

<8> This fleshy entwinement constitutes Merleau-Ponty's
phenomenological insight into flesh as our chiasmic
interrelationship with our life world whereby "I see and am
seen, I touch and am touched; it is the means of
communication between ourselves and the world" (Kozel 2007,
p. 276). My body, declares Merleau-Ponty (1968), is a thing
among things; it is caught in the fabric of the world, and
its coherence is that of a thing. But because it moves itself
and sees, it holds things in a circle around itself. Thus
perception and sensation are a kind of doubling of the flesh
of the world upon itself. One could think of it as the wave
as it breaks and curls over. "It is the place in the wave
where the water touches itself' (Young 2001, p. 114). In the
case of expressing and developing musical ideas, the state of
expression and being listened to, to listen and being heard
become crucial insights or prerequisites for understanding.

<9> To illustrate this double sensation, Merleau-Ponty
implements the metaphor of one hand touching and grasping
another, which in turn touches it back. This reaching out and
crossing over the hand touched (object) reverses or folds
back on itself in the act of becoming a touching subject.
Thus in the chiasm or space of the fold the body inserts
itself between subject and object, between the interior and
exterior. Perception is formed in the closeness that is
reversible in and through the body. The act of touching
inverts the subject-object relationship, thereby breaking the
boundaries between self and other.

<10> Consequently, Merleau-Ponty's thesis of reversibility
proposes that "to see", or even "to listen" opens up the body
to others. It is a way of knowing and being formed in
closeness and through encounters. This claim is quite
different from traditional philosophical models that
designate vision as distant and separate, and as being
controlled by the seeing subject. It is within the chiasm or
gap that perception is doubled, embodied, and entangled. In a
gap the outside is never fully absorbed; but is at once both
exterior and interior. The gap is a space of tension and
excitement.

<11> Our embodiment of action is not separate from our social
history of experience. Nor is it separate from the emergent
interactions with the environment that bring forth a new
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perception. By this means experience is inseparable from
participation and knowing - it is a boundless, repetitive and
interpretative process that weaves one's history of
experience while "laying down a path in walking" (Varela,
Thompson & Rosch 1991). In this sense, the phenomena of
experiencing is never one fixed event but an on-going
interpretative inquiry. Experience, even musical experience,
is always corporeal, relational, temporal and spatial (van
Manen, 1994). The complex relational phenomenon of
cooperative music making was made accessible through the
manifold lived experience of the participating pupils, which
influence the design of the study.

Methodology and design

<12> To grasp the phenomenon of cooperative composing within
the frames of the specific project, one group interview
(Wilson, 1997) and two individual interviews (Kvale &
Brinkmann, 2008) were performed. In the group interview, a
mind-map consisting of different themes were used as a base
for the conversation, and for the individual interviews an
amount of follow up- questions were constructed. The group
consisted of five pupils, representing one composing group
each. In the second interview two of the pupils were
interviewed individually. The themes expressed on the mind-
map for the group interview concerned experiences of the
introduction, experiences of the communication and
understanding within the group and with the others involved,
experiences of the composing process, experiences of
learning, values related to the music and their piece, and
experiences of involvement. The group interview lasted for 40
minutes, and the individual ones about 20 minutes each. The
interviews were recorded and transcribed thoroughly.

Analysis

<13> The interview material was analysed in a
phenomenological hermeneutic way based on the thinking of
Heidegger (1927/1962) and van Manen (1994), which harmonizes
well with the philosophy of Merlau-Ponty. The analysis
process comprised naïve reading, structured analysis,
comprehensive understanding, and the formulation of results
in a holistic manner.

Naïve reading

<14>The interview texts were read several times in order to
grasp their meaning as a whole. I tried to bracket my pre-
conscious experiensing order to allow the text to speak to me
such that aspects of creative learning processes, learning
context and communication would become visible. The naıve
understanding of the text was formulated in phenomenological
language whereby concepts of composing experiences,
unpredictable turns, challenges and wonders, perceiving and
the perceived, self and other, and language and meaning,
enabled reflection and depth analysis of the material in
relation to the theory of chiasm.

Structured analysis

<15> This naive reading was followed by a phase of structural
analysis, which can be seen as a way of identifying and
formulating themes, and which provided opportunities for
testing Merleau-Ponty's concepts. A theme is a thread of
meaning that penetrates parts of a text in the process of
conveying the essential meaning of lived experience. In order
to capture this meaning of lived experience I have formulated
the themes, not as abstract concepts, but rather as condensed
descriptions in a way that discloses meaning. The meaning
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units were read through and reflected upon in relation to the
background of the naïve understanding. I then used processes
of condensation, sorting and rereading, after which
constructions of themes and subthemes could take place.
During the process I tried to be as clear as possible by
decontextualizing the meaning units from the text as a whole.
The process was finished when the themes validated and
deepened the naive reading.

Comprehensive understanding (interpreted whole)

<16> The main themes and sub-themes were summarized and
reflected upon in relation to the research question and the
context of the study, which is to say the field of the
cooperative composition process. The text was read again as a
whole with the naıve understanding and the validated themes
in mind, and with as open a mind as possible. I tried to use
my imagination to think of associations, in other words
eidetic variation. The focus was not mainly on what the text
said, but on the possibilities of living in the world that
the interview material opened up. The results of this phase
were living descriptions of situations based on the
experiences of the participants.

Formulating the results in a phenomenological hermeneutical
way

<17> The last step concerned formulating the result in
everyday language, guided by the theory of chiasm, and as
close to lived experience of the pupils as possible. My
ambition was to use theoretical language to make the results
clear and understandable, and thus to reveal the complexity
of the field of the practicum from the pupils' perspectives.
Everyday language emanated from the elemental lived
experience of the content of a practicum as embodied
knowledge amongst the pupils. So when I have tried to express
the meaning of lived experiences of the composition process I
have used everyday language in combination with concepts from
chiasm theory. This phase of the analysis aims to resituate
the findings as close to practice as possible.

Results - To develop music- and meaning making within the
flesh of composing

<18> The phenomenon of cooperative composing from a chiasmic
perspective and from the pupils point of view was shown to be
constituted by, and possible to understand, through the
following themes based on the analytic reading of the
material; To embody new areas, Intertwinement of ideas -
hearing oneself through the other, The function of language
and symbols in chiasmic communication, Challenges and wonders
- transformation of musical ideas and, To grow into the field
of contemporary composition - to perceive and being
perceived. Citations from the interview material are not
followed by a specific participant's identification. They
shall just be seen as exemplifying voices.

To embody new areas

<19>The pupils went into the project open, expectant, excited
and interested, which they from the beginning experienced as
a bit unreal, as they said, but the more the teacher
explained the process, the more it became actual for them. To
compose in a contemporary style, with varied notation and in
a way that to some extent gave freedom to the musicians, was
new to all of them.

We didn't really know…what it was.
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We knew that we were to compose…is that what it is
called? But not what…so…it was like…so I thought it
was about composing a classical piece, or something
for an orchestra.

<20> Initially the pupils had an idea that they should
compose something similar to what they used to hear on the
radio, or when they visited a classical concert with a brass
band or a symphonic orchestra. But after a while they
understood that the task was to compose for a smaller setting
of instruments, in contemporary style, which was new for all
of them. They were more used to compose other styles of
music, for example based on a chord-line.

Yes, if felt rather new to compose in such a musical
style.

<21> In the beginning the pupils were confused, and perceived
the task as a mish-mash of things to do, but gradually when
starting with the test piece for piano it became clearer what
it all was about.

Yeah, it was like, we could do anything, but then…
it is impossible to make contemporary art music
until you get a base, for knowing what it is, and
then it appeared that it wasn't actually so free as
it felt from the beginning.

<22> The pupils felt that they could use their earlier
musical knowledge in the composing process. They expressed
that they used their knowledge of scales, possibilities and
limitations of instruments, how instruments are tuned, of
musical parameters, dynamics and form, of sound, and not at
least they appreciated their general musicality.

You had something to lean on. You know
approximately how things are functioning, and where
they are to be found, the sounds and such things.
We got to hear some strange sounds that were
possible to use, and you know how things are
sounding as you have heard them before, and how
things should be organized to sound in a specific
way.

Yes I think so, you have some kind of musicality
that you could make use of.

<23> The pupils said that if they didn't have any musical
competence when they started their participation in the
project, it should have been impossible to create any music.
Musical form was one example of musical knowledge that was
made use of in at least one of the groups. They had an idea
that the piece should have an ABA-form, which made it easier
for them to structure the music, and also communicate their
ideas to the composition student that was responsible for
their group. That they knew when things are "sounding good"
was another crucial competence from their point of view.

<24> Still they felt that they ingested new areas of
composing, for example when it came to instrumentation.

We don't have any instruments in our piece
(everyone is laughing)

<25> The group of composing pupils had chosen to use glasses,
water and the wooden part of a guitar as sounding tools for
their composition. The instrumentalists were expected to
shift from their ordinary instruments and play the
composition on the mentioned things. They couldn't express
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where the idea came from, and they perceived their own piece
as a really different one. Another aspect of composing that
was new to the pupils was the way of notating and
communicating the music, with varied symbols, which also
imparted freedom to the composition, students and musicians.
But before we go into the function of language and symbols I
will share the pupils' views and experiences of composing
music together.

Intertwinement of ideas - hearing oneself through the other

But I think it is really good with tasks like this,
where you have to cooperate and learn to listen to
the voices of all, not just to your own.

<26> Based on the insight that the style of music was new for
all of the participants when it came to composing, they
expressed that they felt a bit more open "for new things."
That no one was familiar with the style made the participants
more secure in the composer's role, and in the sharing of
ideas.

You feel a bit more secure, you know that there is
no one who is very capable of doing it.

<27> As the participants perceived that they were all at the
same level, they also felt that they didn't have to step
back, but could take part to the same extent as the others.
Instead, the composition student functioned as a peer being
the more skilled one, could realise the ideas of the pupils
and guide the process. That they were constituted as a group
was also something new, it occurred to them gradually, that
the music would not sound as they individually thought from
the beginning, all ideas should be included, and they had to
be open to each other and themselves at the same time.

You want it to sound like you. Because I have a
good idea, and I want it to sound like that, but it
is impossible to like make the others think that
way. At the same time you shouldn't be able to
write everything your self so you feel it is rather
nice that you don't have all the responsibility,
but you actually have three others that also are
there and help. So in one way you want to be in a
group, but also alone.

<28> The pupils underlined the rewards of being in a group as
being that if someone runs out of ideas, another member can
come up with others, and vice versa. Further they stressed
that the pieces became a nice blend of everyone's ideas. They
all agreed upon that the aspects of the music sounded
resembled individuals with the groups.

But, actually, it becomes like, in a group,
everyone add their view, and it turns out good, in
a way.

<29> The interviewed pupils felt that their ideas, had been
considered, and still existed and sounded in the pieces. They
all perceived that the ones who had ideas got a part in the
piece. "Everyone has like their own part". One pupil
representing a composing group even told that it was possible
to hear the different personalities of the group members in
the finished piece. "We have totally different suggestions
that show who we are." It took a while though, they told, to
really understand each-other, as they didn't really know what
they wanted themselves from the beginning. It also became
obvious that all participants had been active in the
processes, although shifting in intensity; something has been
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taken in from all participants. No one has been sitting quite
a whole class, and after a while it became easier for them to
understand each other. It might be like that, though, that
the chosen pupils for the interview have been the assertive
ones in the group, as they told that everyone did not care in
the same way. "We have always asked all the members if they
are ok with this and that. Yes, there was always space for
giving suggestions, to deny or accept…Is it ok? What do you
think?" But they also showed understanding about the problem
of having good ideas as it was the first time they did group
compositions, and not at least in the contemporary style.

You must accept if people do not want to say
anything. At the same time you must accept if
people want to talk.

<30> It appeared in the material that the atmosphere allowed
the pupils to talk and share ideas, but also to tell each
other if someone tended to speak too much. Ideas were also
considered directly when sounding. All members could comment
upon something that they valued as sounding bad, and the
group corrected them immediately. "You notice failures and go
ahead. Sometimes the pupils had to vote when they had
difficulties to decide which suggestion was the most
appropriate to use in a specific moment. Overall, the pupils
felt that they could agree to a great extent.

The function of language and symbols in chiasmic
communication

<31> In the chain of communication following the project
design, language - verbal, bodily and musical - and symbols
were used. The pupils expressed and discussed their ideas as
shown above, their ideas were grasped and treated by the
composition student, who also guided the notation, s(he) made
the music sound, it was further discussed with the pupils and
thereafter the notation were finished and the piece was
communicated to the musicians, and later also further
discussed with the pupils. In the chiasmic spaces of tension,
different expressions and symbols were used. It became
obvious that the pupils and the students had different
vocabularies to talk about the same musical phenomenon.

Maybe the musical language was a bit complicated
for us to understand. It was like other words and
you might hadn't heard all the words earlier. What
do they actually mean? It's might a little hard to
understand, their lines of thought.

<32> They also told that they could ask the students to
explain with other words if there was something they didn't
understand. The pupils showed awareness that the students
were unconscious about their use of words, which they were
used to talking about music in musical language. "They don't
think about that we do not understand. They do not know what
we know". In addition the pupils expressed the usefulness of
learning those concepts, which they felt they did by asking
and trying. "If you don't ask you don't get any answer. "They
had some idea of that Italian language was common.

Yes, it's much of Italian in music. These kind of
things that are not very necessary in everyday
life, but as a music person it's rather good to
know.

<33> Some of the pupils who were used to playing in an
orchestra, for example, were more used to the musical
language. In the interview the pupils showed understanding
about the variation regarding knowledge in musical language
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among them, and how that could be a challenge for the
students to handle.

<34> In the beginning, the pupils said they felt insecure
about using other kinds of notation than notes.

Yes, it was one thing that I felt was uncomfortable
in the beginning, like that you were not allowed to
write normal notes, but that you should…I really
wanted to write notes so: 'This is how you I want
you to play' and yes, because if you do not write
like in notes, it's so easy that someone miss-
interpret what you want.

<35> Some of the pupils did use notes primarily, even if they
were not so used to that either, because they couldn't find
any other functional symbols for communication of their
ideas. Others said that they had learned to lose control, not
being so precise, and leave space for the composition student
and instrumentalists to interpret their ideas, which they
also found exciting and interesting. They used curves and
other graphical symbols together with written words and vocal
instructions.

It was there it became interesting, because it
could really…it could be howsoever, and you should
do it as clear as possible without making it clear,
so you had to let go about your own demands you
have on your self, to always, that the music shall
sound exactly as you have intended.

<36> In communication with the composition students found
ways to communicate in ways that let the music come alive and
forward. They experienced that the students understood what
they meant, and let him or her try out their ideas. In some
cases some parts of the pieces were more steered and others
were open for interpretation. "We said, this is what we want
to have in it, and then you can do whatever you want over
what we have given you. After a while they also understood
that some parts of the music should be impossible for them to
communicate in detail to everyone including instrumentalists.
When the composition student had treated their ideas and
recorded a first version with midi sounds, and in some cases
natural sounds, the pupils got the chance to discuss the
result and suggest changes, which they appreciated, even if
they confirmed most of the students' interpretations and
suggestions. They expressed satisfaction about not just
"sending away what you had slobbered on a paper.

No, but I thought it was really awesome to see,
what we had written on paper, really turn into
music. And so good as it became.

Challenges and wonders - transformation of musical ideas

<37> So far in the result some challenges and wonders have
appeared. The challenges have to do with embodying
composition skills in new ways, in a specific situation. The
limitation of parameters, the limitation of instruments, the
limitations of sounds in the process, and the unknown skills
of the musicians caused the pupils some problems during the
composing process.

<38> The challenges regarding the limitation of musicians
were related to possibilities when it came to what
instruments could be used and combined in the compositions,
which in turn gave both possibilities and limitations for how
the composition could sound, and how the ideas of the pupils
came about and developed.
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<39> The challenge of choosing one parameter out of a limited
bunch of choices was frustrating for some of the pupils in
the beginning. "Actually it couldn't even be any kind of
melody." One of the groups explained that it was a continuing
challenge, even if they had chosen another parameter than
melody, they had to avoid a prominent melody all through the
process. "Because we are really very used to that." Others
reported that it was easy to choose a parameter, the one that
suited the group best, and then work further on. A related
challenge, mentioned by some of the groups, was to keep up to
the chosen parameter in the composing process. "It was very
hard." On the other hand one of the groups actually had voice
leading as their parameter. "We just made a nice song and put
voices on it." Consequently, the rules were perceived a
little bit different in the groups.

<40> Another frustrating part of the process was the quality
of the sounds of the midi-player that was used for the first
recording of the pieces. "The sounds were so crappy". That
made it a little bit hard for the pupils to experience their
own music in a proper way, which in turn made it complicated
to respond and provide feed-back. Some of the sounds were not
possible to record in a midi way, and therefore one of the
students used acoustic sounds to form the music.

Yeah, we had A. Yes, and he experimented himself in
the studio. For example, at one moment we have a
glass in which water should be poured, and it was
like, he did it himself, like klunkklunkklunkklunk,
and that was a little bit…even if we understood how
he had organized it, the sound was not the best if
you see what I mean.

<41> In addition the student understood that the student had
made it in the last moment. They told that they had spoken to
him, and had hope that it would turn out well in the end.

<42> Towards the end of the composing process the pupils had
wonders and worries about the final result.

Yes, I am worried about that it won't sound exactly
as one intended, but probably it wont be that
awful. Maybe not precise as the idea. But it
actually might sound great anyway.

<43> The motives for the worries of the pupils were related
to the understanding of and playability of the scores. As
they had never met the musicians, they didn't either know how
skilled they were before the final phase of the project,
which made them a bit nervous. For example they were
hesitating when it came to what extent the nuances of their
piece would be expressed in a proper, non-blurry, way.
Another example was if the rhythms in one piece could be
clearly played, and again the risk of blurriness was taken
up.

Like, we have a rather strange beat in…I don't know
if I shall call it a chorus…but a part which
returns, and than it can be a little, there are
very many instruments at the same time that play
different things. So, if it gets to blurry, it can
be painful.

<44> Another group mentioned that they had a scale in their
piece that should be played really quickly. All over the
piano in about two seconds, the pianist is to play, which
they hoped (s)he would handle to play, as it could sound so
beautiful. "I think they can do it, they have been there
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before".

To grow into the field of contemporary composition
- to perceive and being perceived

<45> To share ideas with the composing students, and the
awareness of that the pieces were to be written for and
played by skilled musicians, seemed to contribute to the
pupils' growth as composers. They argue that if they had made
the project in their ordinary class with classmates, it would
have been impossible to create art music, even if it had been
joyful and instructive. The pieces would have been too
complicated to play.

It hadn't became art music as we can't play the
flute nor the violin. We wouldn't have been able to
play the music.

<46> That the compositions were to be played officially was
also an aspect that was valued as something that made the
project something else than an ordinary school activity.

<47> As mentioned earlier the composition student was
perceived as a person who could realise ideas, help the
process proceed, and do something good out of it. They all
experienced that they were understood, and if they didn't
know how to communicate with symbols, they got appreciated
help, which I will return to later. "If you want to have it
like this, you have to do like that." They also express that
they were listened to, and that the students were patient,
and didn't come with the answers too quickly, even if they
were much more skilled.

We have blustered, and struggled, and shouted to
each other and everyone have spoken at the same
time, and despite of that they have been quite, and
finally we have asked; but what do you think?

<48> The ideas of the pupils were changed and adjusted during
the process, but they felt that the students took their
agreements into account, and developed them in trustful ways.
Changes that the students made could be about making the
ideas playable for a specific instrument.

<49> The process towards the first recording of the piece
with midi sounds were experienced as varied regarding
intensity and stress, but all over as rather tough. "The
hardest time is over now, with writing and all that… " In the
beginning they felt that it was cool, exciting and playful,
and full of new ideas. The middle of the process was
perceived as a little bit boring, pervaded different parts
that should be organized together in an understandable way.
It felt, according to the pupils, like something that never
ended. The end of the process, in turn, was experienced as
very stressful. "And then the last class, just, work, work,
work, write, write, write, aahhh". They thought they would
never manage to finish, but they had to.

Yes, at that moment we said, we run that part, and
then that part. A, B, C and B again. So, that was
what we gave him, and then when he came back, it
was fun again, when we got to hear how it sounded.

I am thankful that we had M. our composition student, who put
our piece together, as we didn't have time to write whole,
fully finished pieces.

<50> Three times during the process the pupils had the
opportunity to hear their composed pieces. The first time
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their pieces were recorded by the composition student with
midi sounds, the second time they were played by the
instrumental students, and finally in relation to the public
concert played by the students and the professional musicians
together. "It was really fun to hear ones piece with real
instruments. Through they had the chance to discuss and
suggest changes and adjustments. They really appreciated
these moments.

Yes I thought it was really really exciting, I had
longed to hear it. And I thought it turned out very
well. And it was lucky that you could, yeah, that
went a little bit wrong, and we would like to
change this, but just to here the whole, and
approximately how it would sound. And you got like…
I thought it was rather nice in a way.

<51> At the listening occasions the pupils were encouraged to
give feedback and critique, which they found both helpful and
sometimes challenging. One challenge was to say something
when the result was positive, when they thought their ideas
turned out well, and sounded as they had expected, or even
better.

<52> Looking back at the process the fun and interesting
parts of it dominated the entire experience. "I thought it
was awesome all the way through". Someone nuanced that
expression and stressed that nothing can be fun all the way
through, but to him 90% of the activity was very fun. The
pupils also stressed that all pupils in their situation
should have the opportunity, or as an obligation, to
participate in a similar project. They appreciated the
learning opportunity, which they found unique and not
possible to design within the frames of the ordinary school
activities, mentioning all people and skills involved.
"Actually, I think it's a really big part in music, this
about creating/ . . . / You learn so much, not being so
precise, to really take other's ideas into account, and to do
something out of small things. In addition, they stressed
that they had learnt that instruments can sound in so many
different ways. Afterwards, they felt that they had made
something good, that they had worked on something that turned
out well, which according to them could be a motivation in
the future.

Final thoughts

<53> The composition project can be seen as flesh, where the
in-visible over-folds the visible in the intertwined
interaction between pupils, students, composers and music.
There are gaps, chiasmic spaces of tensions, where subjects
hear and are heard, see and are seen, sounding and listened
to, as well as experience and are experienced. Musical
parameters, words, and symbols for communication of music are
used in the interaction.

<54> Through the identification, formulation, expression,
discussion and adjustments of musical ideas, in the chiasmic
spaces, the pupils became clear to themselves and others.
Through listening to others, they made themselves open for
impressions. They were directed towards the sounding
consequences of interaction and made themselves open for new
ideas, new sounds and new ways of combining musical
parameters. One interpretation could be that the mutual
trust, and "let go" that are visible in the result, made the
chiasmic threads dynamic, and allowed interesting tensions
within the gaps.

<55> The symbols for communication received their meaning
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within the chiasmic spheres, in the mutual interaction where
the focus was directed towards the sounding outcomes of the
musical ideas. Sometimes the sounds themselves functioned as
borders or limitations for the musical ideas to come through,
which made them stay invisible, which in turn demanded common
imagination among the participants, constituted by words and
common experiences of music. The language on the other hand,
and the symbols used, functioned as possibility makers, in
the way they were used. All participants were interested in
understanding each other, in order to find and create
languages that functioned well. Hence, space for
interpretation, and thereby creativity, was allowed and
encouraged. The students listened to the pupils and opened
themselves to hearing music, to letting the invisible become
visible within the chiasmic spaces.

<56> The rules, structure and roles of the project where
clearly defined, but as the result indicates, possible to
interpret in different ways. The pupils were invited to the
field of contemporary composition in groups. They became
living active subjects in the flesh. The project leader can
be seen as a possibility-maker, who offered frames and tools
for cooperative work, but also left and encouraged chiasmic
spaces for creativity. To "let-go", to find a common
language, listen and be heard, to see and be seen, in
composing activities seen as flesh demands curiosity and
mutual trust. Accordingly, to use philosophy to put light on
educational processes like the one presented in this article,
can give insights that are useful in creating and designing
new settings for individual and common growth within specific
musical areas.

Notes

[1] Flute, clarinet, percussion, piano, violin, cello

[2] Flute, clarinet, percussion, piano, violin, viola, cello

[3] One group had contact with their composition student via
e-mail as she lived in another part of the country, but were
guided by the project leader/teacher.
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