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In Place of a Foreword

R. M. Would Jou care o enlar AUl the tendency of commentators to look for
external reasons for what you do?

Kh S It is aP”parent to me that ? umber ofdrfferent authors have attem
ted to exr%Ia Ideas, chor eS 0 sub{r ect and Jms of m?/ musrcag
to me 0 evths rrinW am tofal Hrose totevrdes]rfead elief,
(i one mrg t-call the Pav g ﬁtrtu t uma%be avror ectrnﬁte
e of Western educatrona gros ~where yever th rng evel the
arts Is Interpreted as a result of something that ha f ned, hefore. trs
ot aycontr ry 10 rr]Y \wn concept of history and o the olution, nﬂt on?/
? nkind, bt ofall things. From my own'work | know tha tever
un amentaIIY the r%sult of inspiration, of Inner vrsrons of the esrre fo
Baare somet rW these visions, and of subsequently living them out, in
arr{ e as well' as in my work.
f there are events rn mg earlier life, or factors in the envrronment
o( YQU can later on relate to as ects oreements of my work, then l
thr IS rather that the same spirjt is mani estﬁd In both,”Or even, since
terearonshrp IS percelved through me throuo my work, that it'is not
the environment that informed me, but that 1 have given form to the
environment.
toarents did not choose to make me what_| am, nor did the countrr{
in whic Iwa born. Rather, the re chosen—r entified,—In me: in th
mg "which is known | mtr/v ort% And the same 15 trye for what | am ahe
to 0 as a CoOMpOSer as o h en to he at & roartrcular time. M sk
acomo ser are the fruit of man lives’ trarnr ﬁ In musjcianship. How
else can 1t be that we] re 0 hfferet] a] le son Simon fo exam-
ple can compose much better than other children? Certarnly not “because of
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his arerf]ts” he mrﬂht have Peen Rotn with maané ItaIenth but that doesnt
acc unt %r his unﬂNestronabetec nrlque which allows him to write musjc
without thinking fwice anout it, There IS a very profound antecedence In
each one of us, which has led to this present life.

R. M.:You are sayrng that the approach that | and perhaps others represent
is t00 deterministic?

Kh. S.: Yes it starts on the sun&ace and remarns on the surface: t]does not
reall reac the more ro ound sources of art and music, whic Tnot
Base on n gm1 can never Re the 0 e]ct of psychol t%rrcala ayst
ecausete othin to owrt theto e. YOusee, t e
W R 20 b R ) e
r syche will die wi is ljmi Si U
ma g%e tunpdy like a cr sta“ 0 wav)e/bands o? rgherqntergenceqnat
pedm constantly Int F uman m?sp ere, But the real Teason for
mportant events in the [ife and work of an arfist Is to efoun}rn realms

vjé H t’?ﬁd"%ef i) tatna”d OJ trgr'ﬁf%rﬁ”e‘xqaét{t% e arscends e

yche, The sg rh an Is somethin rh very concrete alnd not
entrr wrth the Xce It fo ows that ES@/C ogy “can only hep us a
Ittle: only the surface Can be explained, you se
R. M.; I wontjustif whatlagree IS an inadequate é)proach However as
an rntermeorar be eengoursefand your music, af gu lic who thinks
In terms of ma rno connections; | have:tq ask myselt if Such and such an
asrtJect ofxour music 1S strﬁn e 10 me, IS tr] eall utterI stra eo[]coul 1
not recognize it In some other”context > Which-is-not to claim that there Is a

causal cﬁnne%ron efiyeen t gtwo but to show that what may seem strange
IS capable oTbeing unaerstoo

Kh, S.: Yes, but what | am saying, is tha(s nm exPerrence itis b%emoha-

srzrn the stran eness and no tr rno to do away with 1t or diminish 1t hat
re more likely to reac the ‘truth. Fortemom nt Xou tr rfxﬁ an
gst at appea to estran e, and You thrn oarne

ten ou have o) mpete mr sed thermessage an therr mportance. l

think r is more Important than anything elsé to draw attention to the

strange and inexplicable, for only that'is traly original.

R. M.: It is also beyond words.

Kh. S. Certainly: as the Chinese say, like understandrn the hole in the
mrddle f the f % ou reagh Iygrscardr egrythrng which 1s
exga ain Ie and dﬁducrble I ean | couldl have ma ean number of anér

es of Bartok: epornt wag afterwar t% ause] ana yses, 10 00
somet rno really different, so that | myself ave as little "I common
with what | kngw. | think every experfence | have gone through has been a
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eans ofellm,natlon a?ystematlc Shﬁddln of influences in orderﬁ %rrl
atteorlﬂma kerne) of my being.—howeVer Iittle it may be—whic

come dow throu h the cerfturies al ng with my id ntltg an ‘which | now
want to or u mav ersona way. You y.music much
mmeltln ywvmu mIMeM|nmtatasmﬂm%SWMw
features which can be explai ne n terms o prior influences and experi-

eNces.
From an interview with the composer recorded in 1981
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The rPresent commentary continues a conver?atlon tha(s began in 1964-1965,
In the composer’s composition. class in Co %ne an contmue? with the
gub ication In 1976, and-in-revised-and-enlarged form-j |n 1990, 0 %Works
i Karlheinz Stockhausen, The |ssue in 19 was whether onte porary
mus|c coul? be dlscussed intell rgent , ang more (r;eneral whether 1t was
music at all. At that time-it see edt me-inevitable that future generations
woud eventuaIIy be ,able. to ta much mﬁre easily, and in~a common
an uage, a out com osers as different in"their outiooks jas_ Stockhausen,
(% ez, and ar(T; problem. was t? gISCﬂVEI’ appropmte terms_of
reference and a fiew az? roac [T that could be shown to,work for the musm
of the most difficult and confroversial 8omhloTer now |IVI It m}%ht also
change our gerce {lon-of tne hlstory and de oepm nto estern u3|c In
ﬁene al. To a cer a|n ext| ent that b as SInce_happene digital revo |ution
as maetec [pﬁ aseso pst -1950 vant r%arem IC much mare
mag? %Eleonnts a |g|ble as weI as greatly improving conditions for

In the meantn%e however, the Phl|080ﬁhlca| debate has shifted ground
T e composer contlnues 0 mamtan with em a3|s t at no third part
l%anatlonso his work could possibl emeamn ful, and thaf even

éelfcannot explain why he daes what he ages. In my intjoduction | have
tried, to represent his position. which Is argued with great force and sophis-
tication, W|th the respect and sym gathy It deserves My own, feelings are
more_com IlcateF As the aestrietic and technical consmtenues ?f tock-
nausen’s musical evolution_become clearer, a latent philosopnical agenda
has also begun to emerﬁe This subtext of meamng cannot bg described as
Inadvertent, Among other. issues, If addresses the status ?f the artist In

modern society, the’ historic aspirations of German nationalism, and more
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ﬁecrfrc |ly a defense of the role ofpost Enlrghtenment European culture i rn
the wider" world. That such, an aggn a mav be a necessary Ingredient o

onrus S0 en 0] consrderatron a cer&arn deserving of further Inq urrv
at It eng arntarnrngatﬁ itudes an 0

deal with In toa world.’Is also true.

For an English-lan Hage readershi rP however, brv far the garegtest o]b
ftacle goun erstandin ecomooseraii IS mu IC 1 c?ntext een t
ach essentrﬁl ocumentation In reliable Engli f translatl LhCh ofthe
?vr ence on which the gresent text and 1ts conclusions are as come
rom sources such as the ten volumes ofSto ckhausen’s ¢ IIecte Texte not to
mention essentraL HtrngO of such Ra ers as Herpert Ermerf 'Plerre
Boulez, Pierre Sc ae er, Olivier Messrae nd Werner Meve Eoer mat-
erials fhat even after fortg vears erther remarn unobtarnirbe nglrsh or
WOrse, ave been rendered in an Engl rs rncomgrehensrbeto most Teaders.
Grven he ahsence ofr levant materr% to discuss, a lack fvr%or us depate
IS hard aysur rrsrn ave 8ne mg/ It, 1 trust, to draw the reader’ atten-
tion to fascinatin %rrc and under- fagiprecrate resource.

Seralism, 1ts ¢o ganron 1ssues of directed and negotragle form and the
comRetrn aesthetic claims surr?undr r‘(r] live, ee}ctronr ncree music,
can how e seen as elements o g der aesthetic and_ Inte ectual enter-
grrse begrnnrn% In the late eign ﬁ nth centur g concernrng the nature and

beliefs that are not always easy

volution of lap uage and-rts-implications-for-post-revolutionar d% ocrac
Musr% IS implicat é IS %nter rise because the arto music has to.
with ow inflecte soun sa et exo}ress refinements o obg)ectrve meanrnﬁ

n everyday: speech, as well as revealing inner: sugjectjve emations. For bot
an ua§ a>n3pmusrc tn crrtrca[tasﬁoegr[ran wit teo{ecodrnq fnt?re Rosetta
Stone ear two hundred years ago. |

garne momentum rou hout the
nineteenth and twentleth Centuries, alded bryt e rnventr n of ever more
ﬁ rstr% ated _machines for recordrn angr eproducing the dgnamrcs of

uman behavior. The renaissance we celebrate In Stocﬁhausen electronic

and mstrumental-music-1s-a-culmination-of tha process on the
reduction of, musjcal exPressron 0 oure es entras z eerr}] hers
and. advancing tne corresponding task of formal rénewal tnat suc
achievement entails
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INTRODUCTION

On Telling the Truth

Eza‘lssh H{(t: dl%ﬁgﬁhﬁihem
\gﬁgr;elnmehm ong (after Brecht)

In 1932 Schoenberg’s son-in-law.-the-violinist-Rudolf-Kolisch, figured ou

% note-row to the cgmposersThlrd String Quartet, and wrote to'tell hiir
Schoenberg responde

You have rightly worked out the ser|e3| my string quartet (apart fro
i e e fomﬁ e L_é?n% i @T
E eneodoﬁ‘ H hnkone ang/eero
owin thetic ua S reveal

IS tﬁ
Serlgﬁ?étgrvg;tp hesj?yalrrn] Iseenstas%ce rgﬁ orw ané’a rnm

ag/e RX ee lge% : %?al t seeJ OWIreIS e, tere tjmave
W%n&ru dﬁ [ o un 3%3 %ee rY(LU\? em. F?
elieve me; | cal sa | o en enou Works are twe

note com SlthﬂS not Erven e com OSI'[IOT% his resPec%

@eogf
go on cos CgeTe Wlt atier, fo wh mcomposnlon Is only of secon
arylmpor an

When | first spoke to Stockhausen in London, in 1972, about embarking. o
the orf f|na V@oﬂ Kar e%nz Stocklﬁausen ne prom?sed #IS coopera%o

and sald to me, ou must {ell the truth.” | am a com%oser not a mus
cologist. 1 think' Schoenberg is right, even though it is convenient for me 1
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2
ay 50, since | have no aptitude for r wcountr and am lost |n admir tron
Whe atter a Ta?mt%rsts who do (even | ?q Vdo grumme a 03
Escoog all that | know Is that it has manrfes failed to discove a g
ommon round between music and Peope who_ I| e musrc and of ph
ggu] |cat|on to th eoropos tron UsIC i es ential Sy meanj ess
oN d no “-ologles either, So, what then? T emu ¢ continges to
?xrst] ma\irng statemep}ts affecting listeners, in need ofexo anation—it only
or the sake % H the willing e eeu%Btas nse of directjon.

In 1978, wi composers tredt Irthday a roac Ing, ] went to the
BC with an idea for a television ocumentar ased on Stoc khausen’s
lectures Tilmed bu Robert Slotover durrn%r the composer’s su(oqcessful tour of
Great Britain in 971 1t was to beaconcse account of Stockhausen and hrs
music, qrven entirel 3/ in_his own words: nobody_else sagrn\gv anythrn
Interpretation, noB ssibility of bias or recrimination. Aftér two years’
aratin, the late pirth a[y offerrng directed by Barrje Gavrn and ted
Tunrnr%r n,” was finally transmitt
the L? don tabloid press.

| of the 19711 Ie&tures arg excrtrng events,-and-the com ofser IS in
fxcellent orm, Teward the end of the ocumentarfy in.a clip from the
ecture ﬁestr ns ang Ans rs on Four Criteria o Electr nic Music,™ it
seems as though an Idea su P/come?]to him to say. “LIking Is remem-
bering.” This IS'the actual transcript ofwnat he said:

You afe Iwa 5 referrr mu music, What does jit mgn
MmusIc? ﬁrs somedrﬂoaiw iwo ome |n gmm an ﬁ

d In 1981 to"friendly notices even from

working L etime an m a-name,.and |

gtaw then the justfattac on n% vr [afe |t in our
[e Yo are on " ss lle musrc

$0 In order 10.iden | asa eet oven: owas e

wasa ery mrser oﬁrson must sa man bernri ersa
h‘ or so et |n are, th |s wr In ourselv eare
vens art ousorh oesntexrst nd |n a se

musrc |sor] ame srts eaerrdt

use r]ar Peo coveracertar nt| ath are

and w att ratrn coos ert

means, as ways say, ke some rn

covre]r somet |n that' | ave een tlhat IS profou dy rea

within me. It re onates like a prano t at you

It is in every sensian “inspired” remark the sart of remark that reminds a
[istener that Stoc hausen IS not onl an Imaginative thinker, but that he
also has a philos gtm thou ac ug Henves fromPIato?S
tockhausen tho trs |cate n language: the notlon that words
are not just | a est a eatach to ideas for the purpose of talking, but
h?t words actual Yo ﬂt y Ideas, so that when wfeeuse words we_are act-

commrttrn% \deas they embody in”preference fo any ideas we
mrq tthink we Fve This transf rofmeanrn? is.implicjt in the” statement
Itself, in that by liking one Is necessarily identifying with a meaning more
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fundamental than one might have hought?n %{n Irsh ader hrs
remark 15 a play on the eanrng he ter s ke, | Irkenes
which |s |ntr| uing coming from tockhTausenbcausewr ere may

fomet |n% enotrono seein ones mt et Hgs one likes, It puts the
Istener rather foo readrﬁl ger ps, for a View coming
from an, av?vved antipsyc i%rst The wor ikélihood aLsos 9sts ntici-
pation, implying a Janus-like opposition of forward- and bac looking.

The. art h as long b%en reI%arde 8 a |nd|v dual reer te the
sorrr of his time.”| think avea een |nsof
thosae Who Wwere ma mrrorso |rt|me an thenave
VISIOnar om the reeks IIe auqurs: t ho
whoweea anonepenex Stage In t eve
manton y ISten Into the Tuture, and prepare t epeop what
Was 10 Come,

I“ erman we encounter the %ame parallelrsms the worP ahnlrch means
"In the sense of a resem ancg to something; It mir; “ take
Eeeoﬁe [ﬂ(e In It;” whereas-erinnern-and-hedenken ar wor sfor rememlﬁerrng

en not only means “remem errn? ut also oubtrng esrt\
ting;” the word er- rnnern |saconftruc ni |ng tornternalre "While t
verb fallen in the phrase esr]rea Used of sens%g/ |mPressrons ‘it
struck me” or |th| to me naddrtron t0. "I like Jt"™—thé German passive
voice IS mterestrng ere, |mpy|nlg an-absence’ of conscrous Intention. As
With Irkelrpoo? In English, the ord Ahnyng in German implies a presenti-
ment of the_ future, as when he says tha fertarn visionary arfists, are
u%urs bo t ahn |ch machen means oassrmrate whrIeAhne rpro e Signi-
root of nob eancestry ?met moonce souyght arteras a re urrement
ore trance o the ehte s}co s, All 0T th |Ts ahes sense In terms of who
Stockhaysen 15, an inds meaningful: on unctron 0 %’oPosrtes
the dualjsm of su deCt object anti |gatrnrg remem 3 same-irferent;
Irnaly that same rge o possess that Stravinsky identified in hrmseI as
pro o/sa rﬁlrrcea ormg ae te(r)smaal Jﬁ istory, especially in Germany where
the are agg tat findl rPg rheanrn se\9en (heyret re]y oh/t exist. InE¥t§Yand
kes eares gp ns ar |tt)/ an done for co %effect nob
|nstant |eve the Yare iterally true In Eurorp owever teacr nta
conAunctrono meanin srnapun ma\y ernt eted with great seriousness
sprrrtual revelatr n even whert in rea |t It I mere adrstortron of
rﬂeanrn% for the sake of rein orcrn? (oa]rtrcu ar gornto vie T evenlr e
that a Dasic mrsrnter retatiop of words can b r stit re aﬁg no
some notron of a deeper truth, mr nt agogoear ridiculous, it1t were not o
ﬁ lJorea A case In gornt is th e rt 2 1n |otmentF bey physicist 1]oh]n
Bac s n the new American tJourna Perspectives of New Music, 0
musrc eriodical die Reine, edited by Stockhausen and Herbert Eimert, In
‘ ackus draws attention toasyste IC. misyse b contrr fors ofterpp-
Inology having precise mathematical and scientrfic m anrngC |sunusua %
vituperative piece was reprinted in the English periodical Composer, whic

fallt mir |%
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Iater Rubhshed (aoiebolnder %/XEIP h Davies, att1 time an assistant t

toc au%en in Cologne. An ra uate mP oso gDawes argue
In ef ectt at “it had rXet to he shown hat an incorrect use fanguage oul
nota the same ¢o

munlcate correct In ormatlon a logic almost as b
g as Bag kus’s.in his orftﬂlna article. That the Am rlc n autho
mel gueoted le Reihe in the first place was not noticed bye| er s eoft
Wod IaR/ IS not ust a recreation for philosophers: it is also deeol
embd] contine taI European culture, |ncIu né] educationa theo
toc a sen is the son of a schoolmaster and studied” to become a teach
both un ert e Nazi, reglme and aﬁaln after the endo the 1939- 1?45 war
Teac |n pa s as vital"a role in t ecomgoser mission as It did for Grop-
s, K n Schoenberg at the Bauhau a Mesmaen at the Conserva-
tone ol owmlq Pas age from an Inf uentla earl ¥ treatjse on the
\/edu%aflon echld sre esentative o{ greval P thetic |t|s hardl
osop that_ coloréd the most fundamenta h &)t Germa
teachln learning, The author %/okes together that have no
meanin fuI connechon in-order to-establish an dbsolute moral Imperative:

R R T
uman emg datnve [%/hls own Selr-activ
0

Hgou d mand j ((hdﬁ{ei?t ?t
Efedgnaesl%hles raegsg r?& e)fopmenEGWord Whlc

Elsewhere in the-same manifesto the author (Fnednch Froe]bel t]he Ploneer
of kindergarten education, and of whom more later) would have nis readers
beldeve that the word Slng gsensez IS ac mpingi ongmeanln seIf?
?n Inn (meaning “inwardness” o |nner em ). This s not very differen
rom me claiming that the word 1d ntlt‘ IS t ¢ same as sayin you arg
Jyou eat” (i ? presum y ‘rnagt Ist was man 1sst”), since, it
dIVI € méo the sy Ia 7--and_ -dentity—of which the ns‘ undou ted
gg(r:réeo ct)ge%to the flrst person singular, and the second IS clearly a refe -
That word Iag of this sort achtluned am stl ue among middle-class
intellectuals in'th nineteenth century Is certainly true, though why is_not
aItogethercIear con3|der| [gthe dam tge that canbe caused by the manipu-
atlon of | angugﬁ]e for effect We can s Ilt]ke pIeas re at falsg relations in
come X Ire the same in oet a rea er 15 conditioned 1o, as
te sy, “rich text,” and poetic mean| IS en anced. Modern advertlsmﬁ
the qu timate domaln ofwordg agl Where secon arg |mp |cat|ons are 0
of vital commercial dgnl icance, & in the amouscs ﬁ ears aﬂoo
new model compact car with the pame “Nova” that a t0 be renamed
because In LatinAmerica it means ‘it doesnt go.” In_dealing with Ian%uage
at this Iﬁvel tne literal {neanln Lwords In pnnﬁwlsn e only consid-
eration; how t egl actually soun 1poken on the radio or on eIeV| lon
Introduces an dditiona dlmensmn of meaning that has to be taken
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seriqusly into account
Nineteenth-centur %ret[y Was drawn to word lay as a fashionable
recreatron that Indica edt the sPea er was_literate a weII as aw re,
Per aps envrods of the special relationship of worg- to, kno ﬁe
d] sitjon_exemplified, for example, In Linnagus’s classification of liv
S, rn Darwin’s ﬁccount ofthe or rn fs ecles, andt e achievements 0
C a Ro lion and others In ?ve in tion of the m rz\?terrous Roset-
ta Stone. For lan ua?e Itselt to be su ected ex ctrn? Darwinian scrutin
and reveal a connected hritory of d rvatrons and mu ﬁtrons as It came {0
o fort generatrons fo Iowm? Champallion,_must have seemed totally
rnﬂ tQ om% members of literate %cret To an educated bourgeoisie
belrevr In Brs op Usher’s acount of the C eatron as as ontaneous act of
divine er In the year 4004 BC, D rwrnsevo utronarg hy othesis reEresen
tedachallenoen onll¥tore elved religion but so%t holistic vi ronsof
natureaso?ate with Goethe,and Wardswort sturp rnd new
namic o ?grcal Interconnection cau%ht the ﬁgub ic rmagmatron hroug
ran ? of gar gwmes and entertainments, from charades to cr%ssword
puzzles, hased on ord formatron and perceived rrnturted re atrons B
Hence a fashionable ea ernes; among educated r%ope to_plundler
verg/ ) Ianouaernavarn uest for hidd EPearsof eanrn% Decodrng
the ancrent ?ramso Eg?/t ound-a o?ul r-echo-In the rebus, . puzzl
[nessaeco ceae In a fanciful montage. of unrelated Images. l\/lél
eap from a harmless recreafion of geciphering me%sagees co ce in rcto
grams to discovering meaning in the dreams. of t ?tr na drsurbed
L rét?rg o Sy%“n?eas“ttyé'dttat.s”n‘t‘th% B
chan gs frongJ rsoPated in vréua?s In_distress to societ as Ja wﬂofle a)s/ IS
seen m the resRonse of art and Roetr In the vears Ta Ing o the First
World War, to the industrializatio ernatro al conflict that threatened
the whole of Western civilization wrt collapse
Musical codes have always been a recodnrzed element of repuses and
rﬁrellrng games, though their’ Cplroatrons e norma I}/ reIatrveIg bem%
themes based on BACH or DSCH, the ABEGG Variatjons of S huma
Ber sLYrrc Suite, Boolezs Messalg]esqursse We can do this too. On the
sur ce he name “Karlheinz Stocknhausen™ Is aust that: hut |f we examine
its spelling more closely, a secret message is suddenly revealed:

karlhEINz stockhAUSen

T0 the cabbalrst this rsagrofound and awe Inspiring mystery. Wha does rt
mean? In German, %r nd “qus” are what you do"whien you breathe

breathe | m and ut, That these, two words are foynd in th om osersn me
IS undeniable: t ﬁtt eP/ perfain, fo the act of taking and rel srndNbreat
for German speakers, IS self-evident. That the presence of these or s in
his name Is asaconsed] ence ofrparenta choice ma be i1 t de but is unlike g/
that they srgnr divine pre-ordination, merely fanciful. For the hiadén
words to'confer meaning on the composer’s life and work is for the composer
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himse|f to decide and of no concern to anyhody else. All the same, they are
[0 decie pnd o ARtk g

something to think about, a charmin overy, to be recalled
évaeslfseegnqo the ending of Hymnen, O?P ad the opem% page o? ‘Atmen gibt

The composer’s name also translates, Schumann fashion, into a five-
term, quasi-serial grouping:

I C Arl H Einz Sto Ck H Au S E n
» , Ll AEY T ——
12 3 4 1 3 2 5 4

sein? ES muss sein!"—a motto to. which the composer Is certainly entitled
But is it “true?” The motif of  five-note permutatable se‘ ISV t the
gg%réeﬁ]tllorﬁt%tlhchhalkovsky’sSIavomc March Is perhaps essf ter ng, or

Justghow much thou ht Stockhanen 9|ves to-words and their deriv-
ations can b g&u? rom  typicall ny LB)UIOUS footnote to the essay
Erfindung undEntdeckung” (Inventiort and Discovery):

In the first version of this.text | employed the word Fo enfwicklun
@orm development |nr at|on 0] ﬁ) ﬁ) aleld[)ormwQ roup- e Iﬂ]
as npt A Jeferenc a | C oee se t ead to
nmem;evarle S|m|a oms né o eo |no
unc rou era eco ption. . ecnl
a] rme ante ue}/r |nW|c
dtevvor ormat;on 0 mean vm [
eprocesso ormlngr—as |st|nct ormst at are the to
IE%C'[IOHO ormin orm- rmc es nam |n myTtﬁx belong 1

0maln ar morp ESE I’&'[ € t d OI' € COnCept 0
ormatlon n.t esense |US€ é] fpere {110 the or aS@t IS

nderstood, i German. .Origl dF d‘ rmun (%r
er]_fteh oming-into-oe of form or orm(}’;v un 1grovvtﬁo
ormri }\_aem?re &ryere convaﬁ site terms alr

—which one is genumely tem??ted t?“mterpret as a Beethovenian ‘MUSf N

U
eih ﬂ note-Jo ormaﬁon or ent (%_[}m% dun
moment-rormatl £ ua UﬂS IS
ncom ass 1 e CU ter O rms OI' orm
I\I\ﬁ orm Ol'ml
rmen CK n,g OLHH]G 8 é) OSEt éWOF orm en se
orm gene5|s his S e Understood as COrrespon at

ormatlo and to |s escription. In' the Iao%}? ofWTe
pa sage rom a Sence 0 étructure t0 a presence ofstructure

So then, what does “the truth” mean? Since ﬁbsolute tr%Jth is unknowable,
we are In the realm of Wahrehmung, which. in effect Is “taking for
%Nanted or Wirklichkeit, which | Rrefer jecause it contains the notion ofa

orkm hypothesis.” I asked toc%osebetween truth and reality, I incline
to reality, Meaning the music and how it sounds—and that means, faced
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wrtp the cﬂuestron “Ist das whrklrch wa?r7”that | would ra]ther defefnd the
reality of the uestron%ant e fruth of any one answer. There is a further
ferm ‘In German, and that s echt, meaning “genuine” and a term pgoro
pation. In r%96 anticipat] ng Lpublrf cantrovers arrsrn from the
Festival of the International Soci g ontemparary Music, about to take
glace in Cologne, the music rl)Jenodr al Melﬂs cir uIated a requeft 0 a list of
Omposers and Writers on music tg ask where each stood In ﬁe %tron 0 the
statement Musrka ISC eAvant%ar e: ecnt oder gemacht? whic mig t e
reg ered af “The _musical avant %are genurne or manufactured ([or In
today’s parlance, ordanrc or synthetic?”). In_repl tecomﬁoser Created
hoto- mon% e egrc ing, In a mixture of Groéo and John Heartfield, af
ara iSe QF younger g eration composers presiding over a netherworld o
W%rtrss conductors, and administrators, mcIudrnoS hoenberd B%Ad
ebern arecum ent Joh n()a%rt efrnrngsthe rontier between the two

rea ms, H] gl’gtt E lace 00kS ke a nrneteﬁnth centur
k/eamentronres ay card. Stoc hausen’s messade In response to the question’

Soon after James -Stonebraker—ope d his—Stockhausen  website
asked me to contrrrgute andldrd and) p do. In an e@ 1110 drsPeI ubr1
scepticism over remarks that had been wrde[%/ mrsrndrer reted in the re&s
an mavarn atempt as |tturned ouqtostr ulate-discussion, | included a
set of [y %hetrca FAQs, or fre uently asked guestrons the first berng
Dogs Stoc ausen real come rma |anet of Sifius? toget er with t
answer NO, |tsa erm n joke.” Now | have to confess having made up the
|t about tp ganet of Srrrus Sirius 1S, a d du le star: It oes not have
anets as far as we-know, It IJust seemedata more probable to have the
composer located on~solid ﬁound In_preference tothe-Feuerofen of an
actual, even if minor, star. This time, the composer’s response was swift.8

Dear Jim Stonebraker,
1Frust read the l\/laconre text ardarn Plefase take it awafy rom the ‘HOME
0§ r 10

GE™ In & *home page™1s. o space for private, 0 nltsoudbea
soure of objective rPr? rmation ntﬁe sc%res grsc% concert, ooks. No

gossip!
Yours Stockhausen

Somethrnd about the sentiment seemeq vaguely familiar, but several years
were to efapse before | discovered much the same form of words i an offi-
clal decree Bromulgated some sixty years earlier.

Decree concerrhy%r ?{fé{%sg}ﬁsggggal\rl%\éember 11 1934

“From tod the ait reportwrllr eplace.art cntrciJsm .The art report

will be less an evaluation than a description ang appreciation. .
art report R?rh F ture presuP 0S6S. re\[?erene orpptrstrc actrvrtyt SY

creative achievement. It requires an Informe SEﬂSI ty fact
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mind, and tes e] dor the artlsts intentions.” Th|s decree forbéade art
a Means 0 [% ?smn and oﬁmmur(}lca an; z1 &tfas made Instea
Into an aid to contemplation, empathy, and spirittial edrtication.

InretrosPect perhaps it was not sur rlsm that the co &osgrtookumbra e,
ng that In consequence my contri Ftl s were b into eectro IC
rQ ng must. artestlﬂma? mthSth |ever3 Since oulef
ae aﬁea “ninilist” Ioug 40 eeI rather complimented b}/

t|on es, | sug% Hrleves me |st e misin eipret t|on
of my origina messag ureyaybo h an see that | am not real, that my

name is Simp ny an anagram, and”that what | actually said to the umpire
was: “You canrot be serious!

RJOHN Maco NiE
—J’O'FtN- MTENRO e

In his Engllsh lectures of 1971 Stockh Gft%sen refers to “the truth” onl
once, but powgrtully and poetlcalli it-would-be-unfair-not to mention it. H
IS S e,a mg ofa moment In Kont —think it Is Moment XIV, beg mmn
f 50 tow étr the end.—where oqe seems to hear |magmﬁrey ci
gm{o shut and has.the |mpressmn ofasilence descendin wor
the 0Ser says, IS visual m orlentatlon we beligve | m what is visible In
Weference to whaf we hear Th etrch he says. s mw twe ear and not
hat we see, Art s reve ator}/ In't de gmt FSt. Paul, declaring “The, sub-
stance ofthmt_ﬁ] hoge(? for, the evidence fthm% ot seen. IS faith,” the
artist declares the-ebudence of his music to be notan illusion; but true.”

ow | come.to my point; when the heFr the layers revealed, one behmd
o b T, e R
em, thg ?ax Vheat r]o ve(J1 IS a ‘L\lusm

bec use Ve ar%hJ hetwae sooh/ SﬁOéanO very. far. an
?%h/elhu?h \hfh er ﬁew havemvetyv ataﬁ\hah trthm‘
W|tht IS perc jon, fiutwn be eving In what we ﬁar as ansolute

omer\x leved In. what wes%eorsaw ats what vveare
str |t%p %What will cha

ankm%as gradually more
Hore] peopepercelve 5 TSI It Fea erms

The fr gment of conversatlon standing in for a foreword to]thls volume is
Lom t e tape-recorded question and answer sessions with the composer
that came to_form the second part of Stockhausen on Music, It was not
Prmted then for the very good reason that the composer was referring to the
irst edition of m¥ Works qfKarlheinz Stockhausen, published jn 1976, and
his concerns over my obvious interest i discovering prior nfluences and
alleged resemblances between his music and the ‘music of others. His
re? lon placed me in a dilemma, because it seemed to me that the proper
role of a student or researcher was to sifuate the object of study within a
context that would make 1t more accessible to an observer. My ovin training
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in Enghé lnerature dbt;v |cuIate and ea er dISB ﬁles of F..R.. Leavis,
Ra)( nd Williams, an |am Empsop, e me to believe In crl C|sm asa
ﬁcﬁggue or debate’ mtended to honor the artist and his gor er | ea?hlg

them ﬁerhous cand b examtnatton to rtngroutthoefeatrso

r) wor eserved wider apgrobatton 0 encounter a habit of
md for whom the artist and the artw rk are Inviolate was quite g culture
shock pﬁrtlcularl smcelha 3e|t mhy oal to prove.that music of the
f)ehnttet entur h] enera Stocknausen’s music in particular, was
ot rattona an coherentin meanm

% by their very natyre are 4 form of colonization of he reader b
the author; Conversation books can also suggest a spiritual co ontzatlon b

Stockhausen's signature_in the form of a rebus: Stock-Haus-en. The choice
of a walking-stick may allude to age, or to Chaplin. From a calligram by the
composer on the text of “Engel-Prozessionen. ” 2004.

the, interviewer, fth< one belnﬂ interviewed . In"order the better t 8
understand what Stoc ausenm|? tmean by “liking is remembering,
to fathom the composer’s.s emtng R]ara doxical ersPeche on hlStOfX and
Ehe creative process, | made an attempt (o teaf he was s m}g
ut in my own words. Twenty years on | am no longer sure how much
following is the composer’s voice, and how much my own imagination; but |
read it today as If |t were the voice of a third person explaining just how |
got 1t wrong: What h e}seems 1q be saying Is this;

—|deas are not t mgs whic ¥ou have, exchange, and realize, Theg are
not elements, of a trade detached from the minds tat trade In them. S
%uestton of inferences, fborrowmg Ideas, which are Fhen aaded to or

Incor orate mm art, like material$ or decorations, or which serve to start
me think mg, ot the way it is at all. T Tive n the world and | notice
Lhtn s. Some things | |ike, and | call what | Iike ‘re- coqnttton—re
nowing,” And cert mt}tngs are amazing to me. Now how do'T know | like
these. t |n%s or that they are “right?” Sometimes | am more amazed b
certamt Ings I see etng done in the name of other eoRIe than those wh
cHn it” And JS ths When you discover sometning it |sawasas

0u Were o ing or it, sometimes nowmgg/ sometimes without
nowm But It h|ts you with such force that the discovery s an answer
ang dyou know 1t 15 th eanswer because th eguestton IS In \%ﬂu—lt as been
our, previous thoughts You do not know wnat mol mg or

thought pro ess has gone on in dnyone else for that discovery to have been
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N ature

Matter Sp_il'it
Development
Development of macrocosm Development of microcosm
| | | |
Development Development Development Development
of the of the of the body of the mind
inorganic world organism
| | |
| | | | | | — — i
— + — + — + — +
Absolute Airand Developed Light Impression  Reaction Impression  Reaction of
earthy  water earthy and heat (action) from  ofthe (action) of the  the mind
matter  (fluid)  matter the outer ~ organism  organism (feeling
(solid) world (experience  knowledge)
| | | | | | sensation) .
| i T — PR
+ + + +
Chemical Growth Central life— Will-Action-
combination Self-mobility Conduct
(Life of the

inorganic world)

Friedrich Froebel: Law of the Connection of Contrasts
“In his Hamburg lectures of 1849 he furnishes the following systematic presentation of
all development,.in which (-) designates fixed or constant, and.-(+) fluid or variable
elements, and () the connection of the two."

made or even.if there Qas been ang thought process behind it a%all
'am not |ntereste In.any case In_exch n Ing reasons wit anYone for
arr|V| g at a particular |scove Itis m |scover d its ¥
citn ?me are that |t fit ou ht andt at thoug s the
resuto all etlme of ractlce |nt in |n work WhIC IS more
than most Peorﬁe 0. An certainl 3/ no od}/ ese can 0Ssih Y know the
Importance to me o adlscovery whase importance is only in refation to my
thou%ht and not in itself,
[T discoveries were objlects then we would be reduced to a marketplace
of ideas, and artlsts would become sgemallst manufactur I, of onIy one
U\?and would demand a fee if som else wanted to qo It, ay oricks,
nte music fcir the bass fI te. A tose ople who had the aent on
suc th mgs would command %h pnces an ecome very successful. But
this i |%no the case beca Se We POW that artlsf)s who wo |n this waTY ane
ver oring It 1S also not true, because we know fro
Iptures and for a fact that ideas and | |ma9es do not coincide. You cannot
make an image of the divine, So what | perceive, what | dlscov?r wha(sl
recognize, 1 4 divine gift—of the divine that 1s in me, anfd it will live or die
in what I make. And"my music is not simply a means of patenting certain
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n
images, but it has a purpose of divine revelatiop. But | will not say what
muﬁc shéﬁ revegl, %nle@_that It was revealed to me and may. ¥eveaz] trﬂg
divine to someboay else in ways | cannot |mag,|ne,. So this notjon of Intel-
lectual r,o;&ep alsnw from ||X Iuence%ofc_ertl |marges, which su%?ests,l
0 not think for myself but only assemble bltso(?the e?plesthm ng, is
alse wnen applied to the practice of thought, and certainly not true in"my

uslc. . : . . .
And it folllo(\!vs_ that since what is revealed to [ne IS nﬁJart of ﬁhe divine
that 15 revealed in me, 1.e. is not distin UISh?be from me, then | am
changed b%/ Ehe recognition, of part o mit at aWﬁys existed, but | dignt
r%cV(\JI llﬁ/e t before. And it Is Inconceivable that | should not be changed In

N .
S0 when KOU try to relate elements in my work to aspects of previous
events, It is that the same spirit is perceived'in the environment as in my
work, and even that you are perceiving, the environment in a way which Is
the result of your havmg been affected by my work. It becomes a case gf
Erogectl_n mY work onfo my environment,” not the other way round.
xtending tnis argument would mean that 1 am alsg resgonsmle form

back%rou_d, my cUltural mI|IEkI<, even my parents, insofar-as what Is know

of. them I my work 1, onlx, nown through what | héT\Vf done. Because
without me these relationships, woula not’be meaningrul. or even exist.
What ?m 12 1f \wam the result of many previous lives then, Larﬂ those I|vea
as well, since there 1s an unbrokengepetic: connection it J e \R,aSt an

since also the %neg and the ming are’altered by what | do and how I think.
Even my own children are not what me_y are because of me; m¥ son Simon
IS not g better comg_oser because of nis parents. He doesnt think about
thmt{;s that way. He Simply writes music without question. And all of ys are
whal we are “Without qu%stlon ang 1t 150t no-consequence to be told that
3r/gsupgﬁg_tt])_el_ctause of something else. You are what you make, and it IS your

ibility.

Notes

1 “To Rudolf Kolisch; Berlin, 27 July 1932.” In Arnold Schoenberg, Letters
ed. Erwin Stein, tr. Eithne Wilkins and Ernst Kaiser (London: Faber
and Faber, 1964), 164-65. .

2. BBC transcrli)t from the lecture “Questions and Answers on ‘Four
Criteria of Electronic Music™ filme t(ijAIbed Artists, 1971, incor-
Eorated in the documentary “Tuning In” directed by Barrie Gavin for the

BC-tv “Omnibus" series, 1981. o _ ,

3. "Of Plato it may be said that the whole of his philosophical system is
centered around this concegt [of requwedness]D ... the notion of ‘some-
thing which ought to be.” People feel moral obligations,” he would say,
they recognize Ideals, they speak about truth. Though they are not very
clear about such “oughts,” there must be some source even for imperfect
convictions of this kind. . .. New insight about things as the?; “ought to
be”.. . may happen, aIthougih during their actual lives they have never
had this ‘particular knowledge before, and even though they are
certainly not reading it directly from any facts of outer experience. All
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16.
17.

CHAPTER EIGHT

in The Score 12 (June 1955). Reprinted in The Writings of Elliott Carter
comp. ed. Else Stone and Kurt Stone (Bloomington: University of Indiana
Press, 1977), 160-66. _

Joan Peyser, Boulez: Composer, Conductor, Enigma (London: Cassell,
1977), 132-36, e - |

According to Boulez, writing in 1948, quotation is montage in the man-
ner of musique concrete: hence the trio estatico in the Berg Lyric Suite is
“Vulgar,”the military march and polka in Wozzeck are "St_UP_I okes,”and
the quotation of the Bach chorale “Es ist genug”in the Violin Concerto “a
grave error.” “Incidences actuelles de Berg.”Polyphonie (1948: 2), 104-8.
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Aleatory

At acru ﬁl moment in the Byster Keaton movie The General the dauntles
hero and heroing entrust therr Irves to the st ngth and endurance of th
epor(rjymous steam engine (and ernte rrt theinterstate rarlsstem)r
ti to es&aﬁ ven &rSout ernf In-hot ur urt Ke 10 as fc
rn sto rg burmin bor er: t herorne cea ad 0 casl
resrt fes ove WhICh 0g {o chodse for the ire-and.find| onet atis nc
strarg f. casts It.aw ?ty In some srtuatrons It does not e rc
BoulRz’s crrtrcrims 0 Stoc ausen, which came to a ea overt e rn<
er rrrac ofKavrerstuc ch are regrrnrscent of the fastrdrouspess fth

c&estron Compose ofa number of segments the order ofwhich ca
3e varre at ranétom PreeXI hoth challengd nd offered itself as vin
cation of a freedom of ¢ orce ethrc endless] etf ted In ur e rn t
contexﬁ ofAmgrrcnmusrc { Cage, Feld man Wolffand ot

ers

serlously tested. The respanse to Pl 1ano Piece X| was remarkable. Evergrt%
criticized It: Boulez Stravinsky, even Cage. When that happens, som
rnterestr[r% IS clearly going on.

waﬁ noraverss 1o the ideq ofa serral music comrPosed of moduli
thatcould be snuftleg and r garraneg(fd In performance, but (ewasconcerne
thatsuchacomPosrtronbe g sothatthe eceswoul always fit, an
the final result Invariably make musical sgnse his wfasq ite a challe enH
Boulez QoK [ns rratron om Messraensl44theor of rhythm, b w rc
composition Is ore or less freely gut together t romarepe toire of [ythm
ceIIs that in turn allow for expehn lon, contractjon, and other modrfr atron
fwasasostronwdrftwn tot rfoet ofSt hane Malarm a P

ructural chal engeo Mallar esg Uncoup e’ ( Ath
ofte [Ce), an rma%rn {IVe exercise In statement and parenth etrca comn
entary that can be read in different ways and outwardly resembles the kin
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of Iearned analysi d§ e1ha|ku in %Iltera f’ ma a2|ne that smothers the
or| Inal text |ne toria ove growt 1 By 1950 Boulez, In cqrrespon encg

Cage, declared hlmsel ommléted to a major settm for 0|r an
orches& of Un_coup de_des."2 1t did_not happen. Per aps Boulez felt pre-
empte g af%v ]hSlCncerto r Pre Treo‘ Plfimo ang Orchestra, In thg

gosm no cacolectlono musica Sﬁ/labesor rases IS organize
Y rowo‘ dice,” an effort apt In emrcumsan%es but tver?]/
dglomimc and eadlngofurthermore 0 mysical rese Its Inconc| uswel

Vc? T< Insupportive ofan aes hetlc grmmPet at Cage In his inno-
cence had taken tor resent no moret an a stimulus to actior.

Boulez was aso powerful Z drawn t? the conceptl%n of open form
advanced In M? armeslere notional |terature cgg le of being con-
strued In an Infinite variet ofways With ncourp des” the essential
meamng of the poem loes riot change in whatever order a reader chooses to
Leadt text, arentheseB and. commentilrles In the Livre on the other

?oet ppears ) eenvmonm terary resource whose me mnq
% bject to change romoerealgotene Tatls ver ere
challe ?e It 1S g rha f ftle-de tlng fo Irea ze-t {eFrenc
sym st poet had'va ue In mind IS ép eeﬂuwa ent o a present-
ay computer %ame er the possinility of alternative readln softhe
% elnf rmatl n had aIreT furfaced mthe lat nmeteenth cent mte
orm, of the detective_novel, 2 literar Lm nw lc a numper of ¢ erent
gossmle 0utcomes are fested ef(ire ne'that fl Ltsalthe conditions is finall
osen As a et Mal arme would also have been sensmve {0t enarratlv
|mp lications, of the new medium of cinema, an Invention claimed for Frf\nce
¥the Pathé brothers, and one deflmnﬁ throu hmontage new p053|b| {les
of editorial intervention in the orderifig of materials 10 Create alternative
readings (a technlgue perfected in the d cumen}arles 0f Robert Flahert r?

At'an even deeper level h?weveracon ern for variable form 15 a concern
for Iangua?e and grammar, | foIIowm%] eSaussure anguage IS founged
on vocahufary, then not onI eonversaton bélt also literature” involves the
selectjon and ' arrangement”of words. acco (50 rules that quarantee
Ipeaning a0 SnEigh 16 COmM{rICEion O el 8. Semialis IS

ue, | | In w
Precs g g??led bgtgls errn‘ledg at the implicatiops of la parole, which
alse t QSS ||hes that meamn s evolve and change, are subject o
the |nd|V|duaI 1] ofte oet an open. o error. In that sense. in
ﬂ]roqosm th fe concept of open orw Mallarme is simultaneously defendlng

Iberty ofthe poet to say what he chooses.

Klavierstuck Xl (Piano Piece XI)
1956: No. 7 (UE 12654a/b, cd Stockhausen-Verlag SV-56)
Duration: 7- 9’ 30.

Pjece XI is certamlry more closely related to, Gruppen than to Pieces V-VIII.
The gap In numbering arises beCause the piece fs based on the serial orders
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on Ballg/ calculated for th? eleventh prerie maccle o‘twen# one. |ece
use the position of XI in the CY e 15 alsa. serial In | é)rcatr n.

affrnrt wrth Gru fpen IS twofold. Frrst ts latent time-structuré 1s based ¢

ina nr f]catron of the vibration char (iterrstrcs ofa Brtch series. Second, tl

relationship between frxeg a] na varia etrme f(truct res in Prece XI Inver

the order of p norrtrfs of the orchestral wor rouga rUﬂJ

satr nd r| I

%rans ates the ﬁnder rn/ nprtch of a tope Into agf fitn, and e I F'V

teﬁuen ﬁsotesa tgi representrrhg Its timbr

%roso that fundamental periodicity. T %ame re atronshrg g}artra
uency connects the tempi a]drn er su |vrsronsofser% nts of PI ceg

to the méan tempo chosen Dy the performer for the performance as a who

Prano Piece X r nothrng but .a ou in which certain partials—
onent&are E ha%statrstrca ere are rneteen 00 gonents

an errodercana o rano Wr Ce YOU oosea

copnection romoneeemen 10 the next, the owr eem N is alwi

In uer]ced V. he previo soE soong 0e @ norse or

exampie, a Sin hB pﬂICWW wmn S
S rda o ?htrr%ra SR ) 1

e Indivi ua? components af this. piece..c ig also e exchan eo/
permutate wrthout% anging Its asrcpquaelrtyoi’J Y

Stockhausens ar%ument IS a IrttIe disingenuous, 'since it does not take in
account the, variation In temBo from ¢o drionen f 0 com onent, In. Gr%p

€ soun

the composition 'of each Le., 1ts aljocation of maferials) is s
R e e g
create the ro t e a

toemrxturei %tudrell the acfua or g rate
fone-pulses Is immaterial tq t eresullt By ana gz ith for antrso ancl
In music and Speech, the vibratory characteristics (but not the frequencie,
ofa vowel or clarjnet aperture remain constantwha ever the tone ot voice |
note orthe scale ( olr eV ngorse gsou hgrat tpe time.
Stepnen Truelove’s detaile H thoro analﬁsts of the Prtch al
rhythm content shows that the Prtc content IS derjve romdurat on-ratll
and not from permutations ofa twelve-tone serres4Ther ythmic content
turn |s ased don}eaboratrons of a rhythmic ce matrix, a roce ure ult
mately derived from Messiaen. In Piece XI the sequence and “frequem
ratios” Srelatrve tempi) of sections is left free. This freedom is theore ical
ermrss le If the piece Is suPposed to be modeled on the evolution of
omglex waveform of unspecifled |tch such as a magnified tam- tam 't]on
By comparison, G oens more or err( note- q]roup correspond to fix
Brtches and trmbres he range of ?rx empi chosen b the erformer
1ano Pre%e XI thus constrtu es a ormant structure er re” for tl
entire_perrormance; the fact that these temnr are associateq with passage
of variable densrt can therefore mean that at times certain formants a
more %ronouncﬁ han otheBs Jus(s as An Grupc%en an octave trar] gosrtro
a defining pitch class can be rendered as a change of unit pulsation fro
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whoe- to half- to q arte{ note, S0 in Prece XI alterations, of tempo frorg
section to section an Eper ormance to performance can be said to Co rev\})n
to transpositjons of frequency within the, tempo-octave I, accordance wit
nontﬁﬂr ered but consistent system of tuning. That Is not quite what
Stockhausen is saying, however:

Objections {0'the work exPressed b Strﬁvrnsky, Boulez ang Cage are
all yariations, o the lettrist fallacy. Stravinsky dig nggt like the Idea ofthe
Performer bernP permitted to determine the. piece’s "final shape,” as If t

nal_shape were a prigrity (one asks what is the “final shaﬁe ofa Cal er
mobile, for instance).b HIS res gonse 1S consrstent with Stavinsky’s own dic-
tum about the role fthg Eerf rmer bernﬁ toP as rhe (fompo er regurres
and not to rnter ret, an ﬁ ests that t sts reedom of choice IS an
embarrassment. Caﬁe on thé other hand, repe{atg g Aecte to what he
gercerved as the philoso hrcal rnconsrsten%y etérm % the piece in
re pec savet e order of seqments: not that the Rreo as In eﬁer
min te (s at rtwas notrn ter rnateenoughGHer ores t efactta
or erh %aso C da %est F successrlve segme s are Interprete
ausen-is-dol e

ra
rr]e] Stock Igno s?] an emuatrn crtzCaeg covert
method ofasemblrng material for his, own Music of Changes. Pigce XI can
bec nstrued In-this

ense as a real trrbute to Music of Chan es, In Irght of
which 1t _seems a little culrmu eonI Cae not to a oweﬂ
g\esture Despite berng deep I\X Impressed (a co porar otograp rom
ndre Hodelr’s book La FSI queDepuls Dehusm plcts fiim gazrn%
intently at the score),/ Boulez nevertheless conclides that Piece “XI
nherentyunstable Ecause se ments do_not remain identifiably the same
In duratron, tem ynamic a d touch) from version to-version, unlike his
wn Constellatr Mrrorr Boulezscorrespondrng essa rnpranrstrc ere
?rrnatron from th eT ird-Sonata, 3 piece m which”the mobilit NY [prrncr
edHced to a choice of Pathways g e a map of the Parrs étro
per apsamore ap ropriate can Idate for Ca escrrtrcrsm

Eou ez of ? le should have recogp FEd the, brrIIrance and |Q%IC of
Stockhausen’s or invention. The term™ aleatoric” that many ascribe to
Boulez was actuall usedb Mevyer- Eﬁ)é)lerrnthe context ofﬁro BSSeS INVes-
hgat Pase Inars on infgrmation t orx that Stockhausen attended and
at profoundly influenced his musical thinking:

Srbiae S
OU

er artic
%)ratron and s wh fsorto a?xt came out epeat
Ial%rferatro wrfw Pr vrr%al s§ les, then with comgenatron

es, an ch time trying to d gscover the degree 0 Sr‘redun
ncy, asvvecaﬂ It oﬁae resu tr% tgxts .

Research into the effect of randomization of word IIabIe and Iet%er
content of a text flourished in the early era of informati ro theor qurin

fifties, It was serious, It was scholarly, and it was interested In drscov rng
aspects of language that are embedded not in the sense content of a message
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hut In the texture of the verbal material, qual ties forrnstancet a aIIo
Istener to r[)]ercerv that German 1S Hern%v po en, or rnese wh 51
same fime not understanding a word 0 at IS actu bern sar T
ualréres being Investigated are essentgally musrca d thelr re?earc
cearR/ enefit fiom the Ipput of a musrca sensr rrt){) relevar
start(ln point Tor such Inquiries 1s war%m{e code- and cf reaking,
rapr agvance of whic durrP the war rttot eeIoRment ? ea
computing gevices an ana rca metho s 0 attern recog rtron or te:
and spee Intercepts CrP/Rtrc messages addressed to agents In hjdin Vier
broa castrnto Eur nedu the 1939-1945 war an the secret significant
suc messa es S trans ormed Into p oet by Cocteau In t e mov
ee Text ptron for messarqes deli ere rnt escript rnvolve
rstrcate randomizati N procedures and equall rngenrous met
der tron Including matc rng the statrstrcal cldence of individu:
etter%and tter eqeuerbce to the la gduagernw Ic rt IS written.

These proceaur ur?geste New an objeftrve rationale f
femrolo nd also rnsgrreda mPer 0T poets and novelists to exRIore tl
terar oghsrlfrlrtres of eIrbera]ele racture or-denatured prose. Tne. mov
ment o hold in-France, with Raymond ueneausamu ng Exercr es ¢
Style (e.0., “Permutations by groups of two, three, four and five letters”)

Jounveurmirssudiaprite .. Daisouintnilell et nvo aso nen
iI. ... Ando Ila arI[tj rPad ra i €urs nt?a dema ussl 880 . Usshe
queld lustra uresp erevi rdjeI ntlag sdeva Intla aresa . . . etc. 1)

There Is even a musique concrete ¢ nne?tron Abraham Moles, the mystei
0us icrentrfrﬁ observer to Pierre Schaefter who Peerehd %er Stockhauser
shoulder as he worked-on-the Sine-tone generato rnt asement stud ro
the PTT, rncorporatesa related se% encé of French Janguage texts n a di
cus jon of Marko []oc 5ses in hig Inormatrgnsthe le un asthetrscr

anrneh mungg pulished In France In ] In German translation 1
the Cologne fifm of DuMont, publisher ot Stockhausen’s Texte 1-4.1

Quatrieme texte : 35%
AINSI E 1 U TR ELS O D NS UR C BINE DE CA T S
E LA PR USTION MO IALE DES VUES D LEURS TE I RS A
DIFFE EN E EPOQ ES DES HOT G AP S NE ul

In the United State% randopmization procedures rnvrflvrng Cage and h
assoclates were matc ed in the literary sphere, by William’Burroughs ai
his “cut-outs,” and In J he schol ar%domarn btéthe rnvestr%atrons ofLe da”
A Hiller and Leonard Isaacson info. the probapilistic strlicture of musi
? %uences, research that led to publication, of the [lliac Syjte, some of tl
irst music composed by comPu er and a significant, contribufion intellec
ually rer $S aesthetrcallt? oward a theory of artificial rnteIIr%enceJZ
about rand om atlon processes was not only current and n
only n Meyer Eppler’s classes, 1t was a topic of reco%nrze musical rel
varice In Europe and America and had also been discussed in the context
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BouIe s and Stock ause s work unde Schaeffer For Boulez Cage, ﬁnd
Stock ausen not to. ave nawareo tefe current deve opment
their music was coincidentally so richly inluenced gt em, |scearg/
thrnkable A more >Plausrble scenanoc mes to mind, fStockhausent llin
Bou ez, In great e crtement o his classes with Meyer-E per In ana zrn
xts cutH [nto sy a les and words, and Boulez dismissive 1y resﬁ
new “all aﬁout that from BaLrauIts st ne? of Trista zar
raw wor s from a at an that Stockhausen should. read Mallarme
w osa It all coming, an whose noetry 1S ofgreatysupenor 1g‘ua |ty—an
hy the way, | too am"already working on a masterly setting of “Un Coup de

“The point, surelx—an? Mallarmé’s ornt 00,—1IS th‘at Piece XI is about
howatext 15 read tera tetyg[g hic a¥outo Un coup de des’ 3
part of the poem as well: the differ eface both %urde the reader an
|dentrg/ the different rfarts th g h t] g}are thetical asides, the
comm ntanes Natural ont hear the ty g aces when the 0eMm IS
mterPrete But the e urvalent to vanant t}/(n face —some large, some
small—could e enlargement and-diminution —of - tempo, or ynamrc
mdrcatrons which i how one makes distinctions in musjc betiween p ncrpa
and_ subordinate”themes, Agarn the fact that the Mallarme poem can b
{; Walte P%trve ways ﬂoe not ean Bat the reader IS resgonsrble forte
Ina ormot oem. I'hat woul onP/ e the case IT the poem were read a
srn le time; tt e poem, ano Plece XI eanY nooem or piece of musrc are
es ned 0 eread an Indefinite number of es and potential ﬁq In an
oPtq etinite number of 3@/3 sonhe nFore satisfacto others e rby
ference IS that.in order for Il numper o oss € meanings to

ﬁras e, an indefinite_number of p%rmutatrons would-have to be tom re
ended. eX are Works, therefore that are notto bedrsoosed ofat asingle
srttrnFq fih trsamatter 0r o Jecfuon It 15 syrely a novel one

ar more frurtfu IS the trans ormatronal a gument of Piece XI, whrch
connects Stoc ausensconcerotrono formation With Pragetse \A}J%srtrono
r% grans ormatron and Jn literally more concretetrms t Prerre
chaeffer’s formal theories of musique concrete For Boulez, the composer of
Structures not to have grasped the structuralist message. ofPrano Prece X,
I5 almost as surprising & aﬂesrefus Itoorecoonrze its significance in rela-

tion to his own Music'f Changes. In the following extract Piaget is writing
about transformations in geometry, but the musical implications are clear:

The rou&con%etoaor erty.is obta dbga deofth ht charac-
te lS athem rc ectrve rac Ion'—

doesno nve rfoupe o thrnsu mourwaso actrn
ontrns the vario na enta o coor |nat|n c actso
operafl ﬁ In ac or ance Wit enera con tions:
tion that a et nt stat g point ways be
possiple vrat NVerse 0 era |on !

tecondr tiont tt ame anl rmrnu?] "he atta able
|ternate route and wit outtertrn rary affecting t epornt arva
assoclativity”)
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Group structure and transformation go together, Groups are system
b . G
transrormatrons ut more rm 0 dt irous are eheg t at
LI e
eesgr/\gﬂgushe ot?(]er 8 gg(r)trrr%e ﬁgﬁes pa% Fels st[)arg X elc,).
[e resentatrona and From anoth [—are th reprtfrce

nnected
toponevast cons ructronnﬁ%;et{] Ot%rrn 2000 Under A 0Ta0ed Series
conditions of invariance yield a su groups withiry subgroups.

The Ian%uage of Pragets general description, and his employment of
[ermrnol ﬁg a}lreadg/ miliar In Stockhausen’s own comn]entarr s and am
Ses, [NVITE t F der to consider Piece X] as a structyralist essay, a mus
ot allowin raIternate routes and subject to trans ormatrons ofvaﬁ/
%gereesa plied to 0 r ferent stru%tural roqertresw Ile reservrn
T ahst fact conceﬁ drr #basrs of structuralism con ects, h ract
omarn? sounds ang thelr ransformatronal ossrb rtres wr' Schae er
theor tra?sformatro of the rnJer al struc ure of a ex nofe”
eneratjon. of “a sort-of anti-melo }/ Hccessrve modr rca lons, eit er <
e Infrinsic form. or of its relationship to the fjstener.

Pra et’s definition even rmﬁlrca es Messiaen’s Mode:de vaIeur?
revealed as an ﬁltrmate stateme toftransformatronal rrnchIes P ?
music, one in W ever}/srn e note IS ?efrne as a combination of scalab
Ero ertre% rnfrnrtel modifiable :irnd Infinitely conngctaple. Stockhausen

stem of Jiaison In Prece X1 could even have heen rns ired y Messiaen
or an music; not Just In the convention of notatrn%c anges o rfeuqrstratror

which 1s well established, but the formal and transformatignal functions |
c %n e of renrstratron In the context of a music of free association. T e ple<

ts d'Olseaux” IS an |nterfude i Me%sraenervred’Or Ue, an ostel

Sl Ie escape front the serial rrnors ofthe other six pieces int 8 poser
Prrvate world of bir sn(ngn t however we disc ve[]srxr entrfra e str
ures (bjrd songs [in aterral are rotated; each %rts own subﬂect
tempo; the structures var ﬂt ,and trepetrtrons of the same strdctul
ma aI%o var?/ Furthermdre, at the end of each_ structure there.1s a L}naus
wh et former reads and chanﬁes the registration of the instr
Th eperfo er pauses to read these Instructions, e.g..

R: fl(ite 4, octavin 2, hourdon 16;
Pos: ﬂute4 nazard 2’23, tierce 135;

IgedI Jrolllonég”e 8" X

—and then to make the necessar aIteratrons that haye the effect

an %the timbre, the dynamic, and (on occ sron even the trans osrtd
of musIc to a higher o Iower octave, Thou Posed t0 a rx or?
the seq uence of e ents In C ants dOrsea X’ rs ntended to give t
Im ressron of a random walk —in this ca};e a walk through. the wood
[istening to the brrijs Inth% erformanceo such a work, time [s not felt |
measure, but as place: each event a self-contained moment of awarenes
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and the duration_of each corresgondrnotoa n intensity of awar 3ness
Group transformation as a structuralist concetfoune In_geometry
refers in the frrs rnstance to movement .capture in the general “sense of
Eadweard M rrdean the early.movies, ang.more nPeor ically In te
temPoraI stru%ures offlrghtan motion captureq in the mult Ier ages of
Louls Marey that form the basis for computer animation toda The dim of
sucha eormetry 1S {0 fo(rm#r ate the image as g system 0 g s and werghts
conforniing to ntwor of re fttronshrp that Is Capable, emﬂ moglulated
to emuate natura motron while at the same time retarnrng IS | t eqrity.
% fockhausen addresf S the twin 1ssuesS of 1dentity and
transforma rIrty wrt ?reat skrI bul rn%; on hr% Perrence of the Prano
Pleces V-VIII and Zeitmasse. The score Js an object lesson in notatrona
drstrnctrons cIearIydrfferentratrng global (o to speak re ister™) ¢ (an es rn
Va ue of tempo, uratron dynamic, an trmbre touch% rese te
symhols ter rnatnirgr % gnaent and Influencin ext —from oca
deviations 0 acceean 0, ritardando, pausation, race notes, and accen-
tuatron which are “added on” as It were to whatever IobaI vaIues obtarn In
v %\v,e,n reading, -Since the-grace-notes-are-always Ra%/e “as fast as
0ssible™ they are™a const ntfrI to the arpjtrarl haq otemEr of the
arn struct es and Incidentally act as aldes-memoire 10 the listener to
track of th segr(]rents a5 th ey, occ racentes acce ts and
ot er ex ressrve variahl efrne a domain o erformer reedom o action
wrthrnt arger- note structura contrasts. In this wa acertarn balance
n recl rocrty IS 0 tarne ?ween thfe rigid-demand aqbstract orm on
eone and, and performer freedom 0 ex ression on the ot
has heen suggested that the modulations of time, dynamic, and toych
that transform eachreading-of Piece X| rntoadrfferent perrence deprive
the work ofa Proper identity, It is certainly true that recorded performances
to date are dificult to hear as aIternatrve versrons of the same piece. For
grece to work as Inten eo\ %rmer has to cr atev gcleardrstrnc
tron Io n

se aratrn the six levels o a tem 0, touch, mic, t
exe ute?p Per aﬁs In Imitation o% transfo trons e ectled In a
stu 10 t s eed, eve and equa rzatron

Instance, 1yvaryrn
o a tape recording. These I bal c rr1res influence the' relatively sparse
arger otations [n'the score, but leave t orace notes and local accents un-
atfected. Logrcally, h%ie Iatt]er iomoonens In small notation shou% e
Pla ed as fa as 0SSl ewrt ighter touch_and In a consistent fashion

ulg?hl thteey correspon to the “real” or hnter al performer.variables
tat old the performance together no matter how the external dimensions

It rsy worth remembering that art and music have been addressing the
Brrncrrtrles of tranéformatro al theorg since the Renaissance, The art of
aricature founded in the sixteenth Century is an art of manjpulating the
geomet ofan ideal face to express (and in Some measure exglarn physical
nd underlying character distortions in human nature. The art 0 gersRec
tive involyes size transformations in the pictorial plane to simulate depth in
the visual field. Equivalent processes in music Include the sequence, the
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movement of a phrase-gr?u[p wﬂpln thﬁ epltch H(Iane, all other characteristic
remaining Intact; modulation from ) ey; and augmentation_an
diminution, for instance In a_fugue. THe ident tg r? ation hlP, of a fu?u
subdect and Its tonal answer is an earl example of the igen |t}/ quest?(
embodied in Piece XI, and ralse%,to a nigher Power In the plus-minus wor
ofthe sixties. After r%adln%the lologist Wol anngser,_StockhausTn Wa
moved to, compare his. sCale transformations to the visually analogou
bl_omoré)hlc transtormations of animal species, observing "nature create
|ver% nt species \%expandmg certain p?rameter,s,. ... Paramegtric tram
ormations, that% hat serial music Is all anout,” an observation lendin
New meanmP fo the term “species c?unterpomt. U
Piece XI IS ew Interes mq_cha lenge to mterPret, émd | am not at a
sure that any of the interpretations Issued (in record to %te dog)ustlce‘?th
composer’s dramatic conception, which involves a sense of humor. Stockhal
sen sge_ues remark offers a clue. In essence, each segment of music 0
the lnag IS a statement; the interpretation of each statement is governed b
applied tempo, touch, and dynamic indications. Each combination of indies
tlons amounts to a dramatli cnaracter ?_r personalltg: a plfac_ld temperamen
a fiery temperament, a soulful personality. In the days of silent movies, th
appedrance of the hero, heroine, villain, or mother-in-law was reflected |
usic exR_ressm(I; the-character, not alwags bg a SrPECIfIC theme or mot
though this could occur) but rather as a.c mé) sition. of styllstl%tralts th?
?ulg< eapg)lle ) tany ngoing music. In'the same way we'see the normal
blank-faced hero of a"Chaplin”or Keaton moyie transtormed into %lffgrer
characters, fxs a congeﬁuen eoffthe vagarles of cir umséance,t rﬁug a %t
!n? Partlcu ar compinations of manrerisms and modes-of behavior, T
Interpretative task facm%theglamst of Plano-Piece XI'may therefore resid
not so much in_the notated eqments themselves, mastéry of which IS
ma}ter 0 techmgue,—m drama |tc_ terms ﬂ'mm/ the dialogue,—as In th
performance Ingications, which define the charagters. _ _
Since_It was_composed as rﬂomder to Piece XI, a comparison wit
Bo_ti<lezs Third Piano Sona{a Constellation-Miroir™ may be usefyl. Thi
str mgscore IS composed. ofa large number of unequal ségments printed |
r%d ang green, and dlstrlbut?d seemlngly a(s random OVer a fl le far
sheet of paper, with arrow traific 3|9nst guide the performer along a nur
ber of optional but predetermined outes.,gl recall once departing oy trai;
from the Paris Gare St.-Lazare and notlmrgthr,ough the carriage windo\
that the mgnals af |n‘t‘ersectl?ns, In the marshalingyard were exactl&z lik
Boulez's_afrows in “Constella |on-|},/I|r0|r.? The “twg-colorscore . distin
%mshes Points™ (green e1nd Blocks grec? n alternation: unlike Piece X
owever, the mg IC IS ?I gr(r)[{ected_ nto the same 1(Fm oral glane m
se,%ments are subject only t0 minor internal tempo Inflections (one rathe
wishes the red and green segments were _Perf rmed in_concert by tw
PlanIStS on Plano,s of differen tlmlfreg. In Jts own way, BouIF,zs simple
ormal structure is closer to the Mallafme. ideal, its Rla n Iiteralism remot
from ~Stockhausen’s authentically relativistic conception, despite th
structural resemblances they share.
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Gesang der Jiinglinge SOﬂ ofthe Youths
1955-1956: No. 8 unpu%llshed ¢d Stockhausen-Verlag SV-3)
Electronic music.

Duration 13 14,

Gesang der Junﬂltn e.is Stockhausens first work since the early vocal
Pteces 0 carrya licit extramusical mes% ﬂe With his talent fof choos-
g Personallya tE)ro rlate texts, the tor et ree Qlc#ng men cast Into
|ery [Hrnateeh Nebuchadnezzar |el3 ends It g fo beI ntereteted
sa afa fe t oungrcomposers Bouez Nono, and himself) sur |V|n%
e Ires of public In Fhe ensmn nics have pomted out that there |
one ho sv0|ceto be eard, put Boulez (L emarteau sans majtre), Nono
| anftoS speso), and |msef$]Gesan der Jungl mrqg) are the fhosen sub-
jects 0 S(soc aysen’s Mum% Erce [I7 111" analytical studies of
mu3|c an seec deveoBed Stockhausen ‘for the 1956 Darmstadt cour-
e? ter roadcast by Col ogne Radio. If not a meeting of minds, ﬁn
inity 0 mterest IS certanl¥ In |cated Boulez and Nono were amongt
few avant ar Tecomposerso Stockhausen’s-generation to compose fof the
VOICE, ave difficult instrument to work Into an mtegrated serial matrix. A
recent study of the composer’s sketches and work notés by:Pascal Decroupet
and Elena Ungeheuer exposes St ?Fkhausen s serial generative procedures to
view, and it |S clear that these differ only In em haits not In kind, from.the
mstrumental warks. Though:interestingin themselves, the sertal matrices
do notex amwh the DIeCe is S0 good, rwhere It came from. and these are
the uest ons a |tenert?t & MUSIC IS more. |keI[yto ask. Because the work
mc orates the sound ofa treb esmgm%vmce 5|mme |ateypounced
u orterso mu5|q econcreeasacnm down S}/the ologne
urt san |55|on thaé ot 1t wrong. As Tate as 1999, even a ei
avm co SI er he entire ocu ntation, D crouPetand Ungeheuer sti
per5|s In escn Ing Gesang implicitly as a compromise

lH t[ute offertam bitter 0 osmo due to he se ofthe chthtsvmce at
the fime Of ItS premiere |s wo ave | eeltn hat hase. 0
eu es w%?noe nmr? rea urntn omtmmsma ft, re(:tgrttgl
ho%g(htasnha eengf%rmu atedtnﬁa rsthaI ecaﬁe%
The idea that the work cquld be construed as a concession o mu3|que con-
crete opinion betrays a misunderstanding of the role played b\é Information
teor¥|n the de er |nat|on fthts comp03|t|on and |ts sertalo Jectlves The
very title “Musi Sprache” (Music_and %heec)prov,t,des Clue. W
one asks, since fhe Jttle fthewokts So%o he Youths,” IS St%ckhausens
radio series entitled “Music and Speech?”Why not song Stock ausen Was
study mg the fundamentals of language and speech unaér Meyer-Eppler; the
genera urp oseo such researchwsto disassemble speech into) its basic
ompon nts the phonemic e%utva lent of the syllahic l%rea down of a text to

Stockhausen refers I his actjvities” with the cutout newspa#
arttcles Stockhausen’s private reason for taking an interest in speech ma
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have been to_gain rnsrght into the mrcroséructure of. communicable souns
but the rn?trt tional Interest n his stuaying at Bonn Unjversity unae
eer Erlp er as a representative of CoIo ne”Radio, resided in tite Bossr

Xo eaérn USIC 0 recon?tr futed Peech t at would contrrb <
scre tific understandin o the ernrnag \PT ameterso(speech and enable
ﬁpeech recoq nrtron tech 1ogrr s 10 he deve Ped Stockhausen hai borne |
eavrl/] Hrdeno Griticism rnlg rngor %ate aprerecor e? ement i
esag erJunﬂlrnﬁre In an ideal worl P aps the \Per ¢t solution wouIc
have been one il witich the boy’s voice (of a east 3 V0ICe) IS recre%te as t
consequence ofserral analysis and res(}/ gtesrs For that to a{)q owever
eectrﬁ ¢ music h ﬁ A xfract a voca ulady offclndamena particles
speech from a careful dissection o tape recorded spoken material.

The core of the difficulty is the complex and variable way linquisti
Inessa es are encodedr eecn E]gr computer tﬁ ?<no ”an turaﬁ

BT e e T

P
erstanding_.langu the ultimate goaf, the enterprise of
Speech recag tronr]stjl ndeafn&e |dentrhcatro ofor 3%1 d

As Stockhau?]en the MeyerE pler group, and All subse%uent research h
discovered eaudrti de cfo |uum of speech is not so rlyanatomrz
Even In today’s wor talking computers the analytical "task remains
rmp0fsrble Normal co'ttrnuous sReech cannot pe reduce to rr(]tact syIIabIes
vowels, or consonantal companents. In acoustr%terms K 0 not exist &
drscrete ent”res only a ftra sitiona events WH rnacont|n um ofactjon.
voco slices a samgeo speech Into amp t}ude modulation;
of frequenc hands; an the latter can P lied to ot er dense sounc
atena to res nthesize the voice Bat ern.so the new ?oun . such as lrel
airliner aF ars 10 pe spea rno tt IS S echanrcg d;ectronrng N
true. analysis, since it does not Tead to the.1s0 at Pn an epntron 0T Sp f
particles.” Once agarn the lettrist conception o angua%e alls to translate
nto speech ﬂestu e In the sense.of mot ﬁphonetrcs ckhﬁusen set ou'
fo créate a ectronrc wor rn which ‘the soun S o uman voige
maystenousy condense out of ap sma of electronjcally-rea rzed onemrc
rticles, then 1t was a beautiful | eabutadoomed r rise. T at ne die
fact set out with this o gectrve can be Inf erre the composer’s
nd its dr culties:

engthy writings on the work
The. desired bIenﬁrn oﬁdrscrete sound elements rntP fontrnuum SIH
rnpsro t especially [n the case of timires) was unrea dzabe as rtwo
e Tor Tnstr 'nents or example; simp ecauerno [10 manr
teextrth com onetrc St cures of S eec (?
e terms oméﬁosr lon, If IS ne 0al ow H
nite number 0 transrtr stages befween sa one vowe n

t
anaojt ‘vowetnor bet we%navowel nbaha -consonant or consonant
gnnctge hat cahn on rx e ac reve% eectronrc means. owEver one
rmuae F cessﬁ

y round, and say that 'in a
partrcular scale 0 eIectronrca ygenerate hones cérain positions in the
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tinuum are. occu Frgx 1.8., resemble s%r g é)e unds On
suc a way ISt érrence Iley flc sounds, were
at cer alm point sun soup S meeteetro IC, an cro C 'sound
el b
cH? Prjd ﬁrrep a}ear o? a/san gllt% require sounc?s syﬂ nr%s

words, and occasional word grodps orf tape

This is from a t chnreal report, remember, to be read by studio admip-
d<>trators and_technica e\ﬁ) rts like Me erE Dler. It IS, not_an aesthetic
scrrptron of a m sical work, Its ess that or]t eti ebereg P
ferms of an assemb g%rocess rom t esm Iestunrts t eslynt esis of Teal-
Istic sgeech IS |mE Si eThe ect of creafing a music in w rchavorce
ma ically emerge rito 21 aP &qurn that'sense cannot succeed.
masterly exam ? fera thrn Ing Stockhausen goes on to say t a(s
II IS not lost. Instead of defining the hu an voice as a Set of discrete soun
eIements that can lfe synthesrze? and recombrned he realrstrc alternative
IS 10 generate a scale, or series of scales, electronically, by continuous trans-
form tion ofsferrally derived sounde[ements rgre |n manner of Studie
. One then finds Certain points in the continuum of electronic transform-
aron \where the synthetic' s?und resemties a srngrng vorce Since It |s
Impossible to recreate the infinitely subt (%ra ationsof real speech, the
m re feasible solution 1S toproduce: a rerf tolrg of eIectronrc honemes
based on the chosen few that appear voice-like. The piece then becomes an
artrfrgral bIeHd or montﬁ%e of u Peech sonds, t %etherhwrth glectronrc
sounds that have-been chosen fort er resembance t0 Speech sounds
There wgre voice-like sounds ?rea agépearrn Ptaneous Ehe
Konkrete Etude, and more emerged from the serial man atronso mg
ghenomena In Stu |eII othe Issue for tockhausenr nott e simple qne
f tabulatin t ods that %ro uce spee% like sounds g/c ance as a }/
uct of S rra sy thesis, Lhtrather 0 frndg % ri Ified seyia ﬁtronﬁ
%r eneratron o a comprehensive range of vaice-like sounds. When this
0 ectrv turns qut to be inachievanle Stockhausen dettly changes the terms
of reference while %t the same time defrnrn% the task |n surtabI%/ Gprofes-
sional terms. Stockhausen’s classification of the sound- eements of German
seech for instance, 15 methodical but necessarrlg/ mcom& %tated oy
the practical limitations of the studio equipment hé had to work wit

SK = pulsed sing- tonecom Iexe Studrell (uagi vowel?
K = Fulsed com exes ot tered orse equrva ent consanants)
LS = tones and syl D

anles (boy’s voice)
R = norses filtered icv)g Z/ﬁhkj [lz bandwidth ([f] [ts] [sh])

| = singfe impulses ([t
SV = syn nesized o dle'[-type sine-tone s ectra%

b
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= chords of 2% (hertz) bandwidths, mrddlle ra &Stu%rell
= sine-tone chortis ﬁ armonic, or borde rne&tu
A= sung chords (aggregations of sung speech Sounds)

Stockhausen adds, “In order to systematize the sound element scal (assimi
late the eIectronrc sounds into the famil f synthesized sounas ?crrterr
rom analytic FEJ honetics were applied (vowels-sie tones; consona ts-noIsl

andwidths: plosives-impulses;” various mjxture forms).” The voca Ize<
speech sounds S0 Incorporated are extracted from the sung text as follows:
vowels voiced cons. unvoiced cons. termination
u- [u ] ' Wi e
oelt [e uw [[H Prergs S Lgb B
dem [ -ren,dem [onm] Reif [f Werk [k
Herm [e Her ]~ -belt [l Tag
dl  a S| eIst  [t4 shor
hr— i set iz] Scha-  [] ind
It is an rncomplete serigs, thatis perfectIX clear.18 These are s 3ech soHnd
that reIate foe telgtaronrc rn\)\%blls(e and sine-tone complexes. Had the eer

Eroduce %nth% IB/ be possible to hear them in_relation
cale 0 co pre ensiility from-pure tones-to filtered noise, But smcet
are artrcu ated Z srngrng voice, their relation-to the electronic ma
terial 15 virtya) rather Than real, o different from that of a voice to a piano
or vorce to violin; (In the-sense-of exploiting the-transformational refatio
sh rgo sﬁ]eech soun s to Instrumental sounds, Boulez's Le martFau arquanl;
ffers a more serial congruent scheme of timbres, one that also separate,
t he vowel comp one ts-(mel ¥ from-th e consonantal components Rercus
sion). As an exampeo trans rmational goetrcs within the %to range. L
marteau is surpyisingly well concerved the sin rn vorce trm re mu atin]
de ree% via flute, vrola uttar, xylorimba, an le hone back o th
v ice. Nothing else in Boule soeuvre IS quIte as SOP ISt ated In the instru
taI Sense, even rncIu mogn IS recent dia ogu]e rpeces of live Jr rumen]t
comRuter which leads One to wonder whéther B uez talk out t
rssuewrt Stockhausen at this time ang received an g aqvice.
So formiganle a technical descr Sptron of a composition Is hard for a la;
reader to resist. At no point does Stockhausen claim to have synthesizec
human speech, but an” impression is created of an eIectronrc MUSIC 0
Vgeech -|ike qualities s¥stematrcally ri) roduced, which is not rea Ily the case
nen the theory rss asrde and a [istener focuses on the musical exper|
ence Itis obvroust at this is @ work of exceptional invention and dazzlin]
frects, ahwork of magrc Like margerc itis produceo]b?/ rrchness ofrnventror
rat er than exact stience. There Is ng doubt from calculated
eavr worked material seouctrv effe%ts ca lie Hroduced hut wrtI
érppen and Gesang derJu nﬁr nge t Ttec nical brillia ce ofStockhausen
Pro duct reaches a level wher€ the listener is persuaded tha %t emusrca
resu t and the composer’s formal specification (as suggested by the worl
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Botesﬂ actuall{y]cor cide. Gruppen i rsa onderful featofgtusrcal rmaqnnatro
utter% attemusrccorre ?rn the formal domain toa agnifl-
cation of the mrcrostructure ofa ang arbenmelodie, —so that If the Whole
Work were to be s eede u Its struct re would be ay}drbeasase uence of
tones,—Is clearly dchru srnce the grou S are eac cles in
yration and woul eard in speed&d-up form as no mofe t ana erres of
olips. Thouo presented as science (and certain (yrnformed bg/a noweﬂ
of speech processes) Gesang der Jing Irnge suri eedé as puré theater. T
bo svorce always “praising God, 1S ¢ R ng. dram trc focus, and by
whatever mean? the. electronic fires %re ighited,’the presentation of dra-
matrc and complex effects In an earl orm of surround sound could not fail
0 rmpres? a V\y au lence, even onef miliar with Desertf by Varese, the only
comparable work for tape of such grand design. Musically 1t ma notmatter
that (she composer’s dream ofz1 and unified theory of synthesjzed speech
sounas and the acoustical resylt do not %urte match”up: put with %hese tw
reat wor san ongoing rnconsrstenc or Creative tension etweent e state
Aectrve tand tﬁﬁ musical resu ncons Istency that has always been a
fure of Stockhausen’s-wor s,—rseevate to-an-aest etrc rinC h’rle In a
deserve twrsdt on cqnvention, th eBrOﬁramme note:hecomes a means qf
drstractrn teau ience’s attention an owrnP the music to create maxi-
mum Impact. In ateryears the IPerro of the Iousmrnus and the Intuitive
lgncgrgsV|st eecreatrve gap-between. intention-and realization becomes even
Electronic music s fixed, instrumental music is interpreted, and in the
case of Piece X, subject to the the same general kinds ‘of transformation
that electronic music explores. Gesang qer unglrnge organizes and distrib-
utes ob ects in an acoustrc noerspectrve that-enlarges-and compresses ima es
ftS well as posrtronrno them In time and space, %ec(?use it comsto
stener rea ymae he ﬁrocedura relat] nshrPs empodied rntheeectronrc
work are ea to overlook. Piano Piece XI represents essentrally the same
r%rocess re In real time_to the materials on the printed ng
ho se Ihe transtormation processes in action, In the piano work
the rs ener | ea earns to recognize, or at least appreciate, the same pro-
Bee%?\egeﬁffﬁcete\ov (r)n he electronic domain; there Is a Clear didactic connection
Stockhausen’s treatment of the vorce should be drstrnﬁurshed from_the
relatively najve dissection grocess em o?]/ cy Berio for Thema: Oma%qroa
Joyce (triou hthere rsanaded corre dence netween Berrostape ting
Broces and’ James Jo ?esrfn Iti] eve] textual wordplay that Stockhausep’s
Iblical text does not allow for). e Berio work as ormusr ue concrete
In %enerftl rerecorded materral rs 0 reﬁrvely 9rae at %vertys n?
tec nical Interventjon: ertrn% g terrg C. In He ert Eimert’s
rtaph furArkrchr Kuboyam gressive ?radrng the narrator’s
speaking voice by rng- mo uatron q vocoder is dramatiCally iyustrfred asa
rese tatron of the effects of radiation on the fishermen Who inngcently
sta ed Into the radjoactive cloud ofa nuclear test. Gesang der Jinglinge IS
unrque among works of this period in seeking to preserve the “original
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\(}U&lllt of the recordgd voice by a polic ofmrnr 1I mter}ventron T e){ un
oca t was recoraed sin mg as close oss etotereq Ired pitc
syllables and sequences. Those correcti nso ch that had t gmaiewer
wrthrn the ace eptanle ran?e of speed chang ard .down or ragio; likews

umoe INg Stages was Ke ttO a minimum in accordance wit
goocprecoro[rngsoraoﬂ)o 959 P

\Whereas Studie | g e(s an mpr&ssron (ff sounds radiatin %utwards
and Studie 11 mtroducesa noard-li efree mofmovement ith Gesan,
dFr Junglrn e In many respects Stock nlaus n’s most Eer ecﬁ y .contal e
Sl or e""%%'cae DT amelcaly, e TLSC b e foret o
| upl vr ust as | | |

MUSIC cOmes toga ocu in tlr)ry % gnd clarinet mefodres Ttnepconce tPonc
the work as a sacred ritual, and_ of Its meaning being ¢ oncentratd
specitic timbre, whether a Rure yoice, a crystalling or métallic resonance, o
a coruscatrnrlr eIec(sronro tone mrxrure ﬁ confirmed In this extraordinar
sacred cantata as defining traits of Stockhausen’s music.
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Revolution

AIthough his wider reP utation rf éed on a btnattgn of inventive dari gi
and formidable_technical, knowledge, Stockhausen. felt amgtvalent aho
fuence Hans Gunther TIImann oung composition-student, came foi
£ssQns durlng the-time StockhaTse was taki Bart In-Meyer- EpPIers
semmars Aft rmatrtculatm Tillmann wantedt ecome a coMposer anc
askeii thS ould fonex Stockh a#tsegsreﬁ IS Interesting: e|t er he
should stu l}/t e sclentific.an acousttc un ame als with Meye TQP er, ol
continue studying compositional craftsmans |pW|th Stockhausen, Tillman’l
decision is alsq interesting. He 0 éed tti study with M% yer- Egp er.l
Georg Heike, a.composer and violinist, later to ecom Director of the
Phonettcs Instttute at.the University of Cologne was also a participant ir
the exer Eppl er seminars. “Stocknausen-was always listening out for an
%hm at he believed he might be able t? incorporate In hIS musm
ollowed the Proceedln s from r1posmon 0 acom oser. Me Q/%rE E 3 S
%rg/é)rou orhim, an would mention hjs name to oth?rsa I student.
re can be no doubt that Meyer-Eppler’s Institute for C?mmuntcatlon
Research rowdedacon?enlale vironment, thatMe er-Eppler himselr wa:
knowleglgeable and mte ested In areas well b?/on the ‘exp ert%o an
musjc er%aré ent, a d that h |? tealtc ing and en ﬂrsement o[Stoc ausen’
musica 1Inﬁ agts ical, aleatq c an Ronettfs reatﬁ rOCESSE:
was |mmenseY e f In a musma an rofessional sense. Bu
there was angther agenda also at work. The new sci nceso communtcattm
and information theorX thahflourtshed durt the height of the cold wa;
attracted scientrfic minds who were enume mterest In decoding mod
ern art, In particular surrealtsm |nat |tera ure, and als omusm—not us
for their own sakes, as for th ? r nsight info the artists mind, per (ﬁP
and decision-making, essentially those"arts based on intuitions not reducibl
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to conventiqnal. logic. nderstiandrn\? the 0 era n of higher Lorms of artis-
trccommunrcatron mrg taid ?(e elopm nto thinking machines
n 1958 Stockh aétsen embarked on a lecture tour ot the United States
ed considerahle rnterest In the scientifi¢ implications of
uropean new music, accompa ded by a certain amount o envrous aPéJ
ensfon among musicians. In‘addition’to promoting the work of the Co
studio, his visit was also destined to ?nerate sug ort for American Initia
fives such as the new compoter -Conr T synthesizer, desranedb Harr
Qlson, to be installed at a tacl rt)/ c;orntya ministered by Princeton an
Columbra Universities, For a tour of this kind speeches aeg%pared and
Stockhausen’s grese tatrons a especrally reveaIr % Stockhausen te
|sro(nar has yet to ereveale but'in plajn lan uar%1 freeo any specia
the ¢ m oser asserts the primacy ane If-sutficient muysi-

art, owing allegiance to a principle figher than science, and ref‘ectrn
thesI:ptrrrtuanatl %o olism, principl g g

ven in Stoc ausensown terms the text “Electronic and Instrumen-
tal Music” is a utopian decl ara T}/muc oLrts ime. Thoughh does
HOt say I S0. m%n words. as-did Boulez, that Sc oene rs dea
06s ecIare IS that ever thrnsq ahout Euro\ﬁean music en brou trnto
question by composers choenber ho_at the turn of the twentieth
century had wanted to express th e mselves, in new ways, but had found
historical instruments, that.had evolved In close relation gwrth harmonrc
“tonal”) music, to ?e unsuited to the purpase.3 There 15 a chill to Stock-
ausens re) ection of the Rast echornqt e political environment to which he
?]born an]d thg dactri Le musicd eanon entrnwnrch evrfas raised.
ofwhr ha reljecte e music ot Schoennerg and-nis sc SurPrrs
or S0 radica Igure,_Stockhausen’s arguments from historical
nec ss are essentiall

o ulist. mo In-tune with Adorno’s reactionar
Ps yeh o y that onemrgfh efpect To a[egeacontrars L n

where he encounter

iction hetween the ne
ofmal conce trons and hysical nature of traditional rnstruments
ProbabI}/ an allusion to th rr e ende‘ace on the tempered scale, though
th true or eyhoards—ac nowedr%es the ver rt)rerudrcesarea er
wouI haye expected a gung corﬂooser In"his_position tg transcend, or at
east confront Wrth r%as ned argu ent, since Schoenber smetnod was the
rrst to carry through the logic” of e%ual temgeramentt its ultimate con-
clusion. Reason ho ever |sn t the point a(s IsSue. It was twelve-tone mu%rc
Stockhausen says, thaf final g/ vr/)ut an end fo the harmonjous reIatrons Ip
%ha had previo SI}/ existeq pétween musrcal materrals and musrca] orm a
arr Jehens ve denial of arB/ ?]sr 1 o nw relationsnips that
ern and Messiaen may have brought to fight, t at at the sa etrme
nores the contribution fradro rgre chaeffer and electrrcal instruments
g JogMa?er% to the formatjo ofaknowe% ase, let alone a method-
%/ electronic music. Radical twelve- tone usrc oft e first half of the
twentieth century, says Stockhausen, was ef ectrverY impure,” since It used
exrstrn materiafs rnfanonfunctronal wagr this is an argument from desrr[;
but with overtones of distaste not far rémoved from the conventional atr
tude that dissonance in modem music expresses a society In decay. In
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twelve -tone co ”posrtron harmonic étnd melodic reIatronshr s that obtarn fo

amental t e., the notated pitches) are not |na ee ent with tx
repatronsn RSt at oh %rn within thepmrcrostructure ofr divi uaf trmbres
nere Stockhausen com

Ines a not too su hile rerhectron of conseryative twe ve
tone doctrine as It a\ d taken. hold in American unrversrtres with
restatement ofthe Idealist gosrtron on Inall Sy promu atdb ?oeyvaerts
ﬁ“ aesthetic of uncompromising tL)Jun Oy at tockhaus méelf hadl neve
esitated to overrule when it suited” him, and that so far ad not heel
shown to work In practice.

H?W these arquments were recerved 1S |mpossrble to know thottgh no
d”frcutto |magﬂ Sclentists, who In egenera had not suﬁfered Pro £ssion

gersona from tewar to thé same de%ree a3 ad ar |sts wer

iernat I%y mercran and his musr 8 ssed b |s pro Ssiona
il R O W o
r his thesl r | usici
ﬂ r%l were easrf mtrmréatetﬁ) his cont/ dent manner aneP ?Iuenc In area
e y had neither the com etence nor the experience either to concede, or t
refute. That ofc? Bsewsp% the-point.

It was not all toc ﬁ sen ook Parns %o promote interest in home
réa mencan £OMpOsers Who were outside the mainstrean) or had beel

eline %the musica acaderrlrc community. ecannota ord to he t

on_him given the |stonc cessities of 1958, All"the same, Stoc
hausen IS rather too hard on Schoenberg.

choe er roteaHarmo ielehre, that Heals only-with tpe relation-
rt) eueneres a notﬁret In the pers ctrveo |s ttmes to
c0 srder e {0 er |esé s soungs, and brin h(h
ms(e%a e contin e harmonic, as |t%p plies to terr t

namrc one for f én -coldr, unn elf |jfet np

hrss 00 rnb emso a new |tch] m osrtron or

new awso éust ication ere devre esamg
trmete emar ssrca meterr e n
Instrumenta coor § hre ass co 10N
o ecapnonic armohyarb S Irritation. att e term
atonal music” can thus eun tood: r rs erm that introduces a
basic change in the conception of musical material.

This, by the way, is the same Schoenberg who composed Pierrot Lunaire fo
a sg akrng voree ang chamber ensemble, the comn ser whose Herzgewachs
IS a miracle of timpyal ba lance and mrnratunza |on the compos [ Whos
M?ses und Aron Ber ectY mtegratest et xtI]r]es of 1pea mg ana singin
50 orsts and choruses with orChestra, and whose un nished cantata D
Jakobsleiter |ma%|nes a apoth eosrs In which the soul ofthebessed sgrra
|ng upwar s ina wordless vocalise, Is heard from multipl oudspe Ker
|g above the au ience. In 1958 nerther tockhausen or an?/
udhave heard much ofSchoenbergsmusrc apart from the piano |ece
and a few songs, and most of that only once, And while that Is no excuse, i
at least allows a reader today to recognize the rhetorical, indeed, defensiv
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ggrpos% of these observattons In later years (?tockhausen would | |et)
choen ergs ritualistic sprech esa be dtscreety Ins
one ﬁr two of 'f Scenic conceptions: |eG cklich or exa
P]attc denial of Schoenberg Is of a piece, w i Boulez’s po emti
S choenberg Is dead” and that generatto S willtu obltt%ratton ofhtstonca
consmousness lenials re%ttng on th evatn expectation { no COMpOser or
musmtan ofearlier times Td ever t oug/ltab ut music jn similar terms.5
ore en a?m IS the ong essay “Musical Impressions of an American
ournetL nv at|onb L&onard Stein and Lawrence Morton organizer
of the Los AntTte es Monda wEventng Concerts, to visit, Los Angeles |r cta
concert a}n d’ éemtnar at two uratversmes grew Into a i wee
tour of t ntte States and Canada, coast tocoast, encomp assmgt rt
Iecttires ag a ozern media Interviews in addition to the public concart. The
English editions of die. Reihe were beginning, to Fd) ear, and there was a
gregt deal of interest in Eulro[ﬁean muisical develdpments throu Pout tti

cademic communttz bia Universit d/ Stockhau en was easant]
orpnse at th g |t of American tape equipment and loudspeakers t%
ficlenc an ho |taI of his-hosts ndteftrsto mnumerbecockta

parties, Whic too som getttn used fo“ utwe Igotto know some interest-
|ng ne {')Ve " At Columbi %;atn at Juilliard, the:lecture room was
Facked Ith atfentiyve Itsteners thought how ﬁonservatwe comgared fo
urlliard, the sityation was In German musm 00 e?es Wwhere nobody was
mterest}ed In ftndtng out about'new music.” At Harvard and MIT he was
astonts ed at the attendance and mterest shown in the work betn done In

ologne, Q/Rro eﬁsors In otﬁ disciplines: “acousticians, ?%ogtsts
mat ematicians P swnsﬁ architects—an mtereats own oe non-
musn:tans s<:|ent st oia faculties, throughout his-tour; “their Od) nness
gn/er vdﬁe err]?rt]an Ing ot electronic and new “instrumental music was quite

Dunng agbreak at Buffalo State he listened t recordtntr‘;s of contemp-
ora g/ American music among e]m an_unnamed work fof orc ﬁstra P/
Var ses collaborator Cho(at n-C q Four Strict Songs for En}; t Bar
tones by Lou Harrison, and Sjgns %n Alarms and Galax%/ hy Henty Brant.
“Brantlives in New York, where he envisions a music theatér in which the
erformers are the actors, His most recent aPremtere In New York, accordtnﬁ
0 regorts wa amuitcal clrc %s It was called ‘A World Circus"and In a
our Corners o the hall, In the balconies, and out of windows_here and there
were groups of musiciang smgtn? orEIaytnq some also moving about wh|Ie
thefy Were singing and 8a}/ P was unablg to obtatnarecordtng 3
ﬁ swce |§ as on P/a aifanfe on subscp tion, but | did get a recording of
s Ga axK or ten nstruments, dattng m 1054

But there was also a measure of hostjlit toward him, esq]emallzvamonﬁ
expatriate Austrian_ and German musicians, many ere |
positions of leadership in American music. colleges and musn: de artments,
—In some institutions actually outnumbering t etrAmencan colfeagues. To
Stockhausen Jt seemed theY represented a conservative Influence, one more-
over in opposition o everything new that had taken place in Germany since
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their departure.

The taIk nd t Ik ftherr rﬂusrcal U brr urn of th
t § gg b(e crosse

cen are oa elr opinions:
over pge err rac ome uropean
usrcr the an o e of t E\ ascruP ous
aut urrn rema ont’\ﬁ ofcu fure amon erl nmus crans
et oneo ern son a de e

erman r esor 0 came uga 8
rePr] vrnlt er an trs un ce come here
ea o ousand por an Omrnds?mhesemtrralr trc

at

oun sess e
t es rrtua and eterna va at nave you ot to
say as stand gne
wer at Was |t e sal Ut t op an o;ger%rsre hat
oncerts an %peras area%roducto am ecass era’”The man's a
ommunist, | am sure of |

On his final evenrno In New York, evidently at his own request (ince h
quide, John Lewis of the ModerHJaz Quar et %d not heen there for sorr
ears) Stockhausen |srtedI Biraland to see and hear-Count Basie, He da
een a gazz pranrst imself, imitating the musrc e heard on the ra
openly 4s a bay, and in secret ag a teen (?%er In.his role as accompanist 1
t emagrcran Adrron Improvised jazz had been his means ofoaptrvatrng N
distrac h %an audience, The musrc 0f Cag eand dor and his l? gen oul
tergwrt merrcan academrcmu clans, a eae to hrs sense oradventur
and of rrs —indeed, a-comment romL teY ung am not | terests
In %ood am mterested In new—even If t hrs mc ud st 0SS t ofl
bei %Vevr — nt)g lies:with some emphasis to Stock atrsen himself.9
hite Ameri nm%rsrcransfa mateﬁhrm intel ect%all . to some extei
also phrloso hrca %/ ten more than their music, w comparisc
cou ap ear d t?]ory unfinished. Jazz was different: it carrr dnornteIIe
F a%e rather, It was an art of movement and mJeractron of a nati
ralness fuencgf h}e Hear wrsned coyld be re ro ced by. Europea
musjclans, even thou m, t emusrcal matena et a |n f Iy
to him 50 banal, wor out, an emgt y. That he identjtied so
chentrmzz erformance an l%I with Its se]nse of directe ree ’
llity or black musicians to pic gowrt an 1dea, an abovealt
sense’ of a thfater created nt e spur f the moment'and i real fim
%hrows some ht on what his music would be destined to expect of pe EP
%rmers In.the years to come, and the spirit in which his own music theatc
ouId be interpreted and perceived.

last nigh |nN kJoh Lewis, the pianist of the Modem
azz uartet, omet emenwer ount Baste p as
rom { nevery httoaroun vern rnrng nrntro ce
o a strin ZZ musi ans us
N i
o¥h about mstrtﬁrt%n h \Wﬁat

|ot ation an ayrng technique.



well- kn Wn bIack fe aIevocaI st otsttrgr om her tabIe r| ht nfiont of
Prom tm; her Ine, wr the word
erw cou
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eorc es ra osr %Oﬁ]
asre at t ptan sr usrcrastop g oneote
ext Verse
tw% arert edr oW an ofthewors es repeat
ﬁ F rase over da 0 er Q tsang ?a
ﬁ frnto a {Unoy., ?]u? en prn t r? 10 hone on
a banﬁ| ic rEe re of her'voice, even t ouoqm
ﬁs r eters away, Eve vtrent very quiet, an
drna maeo ers us \IOICE;
neo us crans Hpb e MICO hon hut it drdng work
aanmore a ee actin as ter ocutBESC%r 8

Ing, scou er drrectro] the sin o oolyios
Ebe poi é emweavh ér wa groun 6s, St Sin oe(tl
ear more o

asr Pﬁ orchestra started up agarnw anu
Ing the ne aka emale friend brought her back fo
table éﬁ 4 terrrFf iehame na Sat wrt% ﬁsr e%es Qowncasttiorte
rest ofthe evening. I dont remember her name

Carré %Squarel

1959-1960: No. 10 (UE 14815 I-1V (four scores); cd Stockhausen-Verlag SV-5)

For four orchestras and four choirs.

Orchestra I: flute (alto flute), oboe, tenor saxophone, bass clarinet; d trumpet, hrgh hom
bass trumpet, bass trombone; cholr 2.2.2.2: percussion (2 pIayersZ) 2 tom-toms ongo 3
cowbells, snare drum, bass drum, Indian bells, suspended cymbal, hi-hat, gong, tam-
tam: strings 4.0.220.

Orchestra II qute cor angDars clarinet, hassoon; C trumpet, hrr[;h hom, low horn, tenor
trombone; choir 2 ibraphone: percussion (2 pIayers?] 2 tom-toms, hongo, 3 cow-
Ee(l)ls snare drum Indran bells, suspended cymbal,”hi-hat, gong, tam-tam:  strings

Orchestra I11: oboe, clarinet, baritone saxophone, bassoon: ¢ trumpet low hom, alto
trombone, bass tuba; choir 2.2.2.2; amplified cimbalom: percussron é dplayers ): 2.tom-
toms bongo, 3 cowbells, snare drum, bass drum, Indian bells, suspended cymbai, hi-hat,
 tam-tam; strings 4.0.2.20.

rc estra IV: flute, clarinet in a, alto saxophone, bassoon; ctrumget hrrl;h hom, low
hom, tenor trombone; choir 2.2.2.2; harp; percussion (2 players): 2 tom-toms, bongo,
sDnaretdruan(j %nodran bells, suspended cymbal, hi-hat, gong, tam-tam: strings 4.022.0.
uration

In view of their Huxtaposr(sron on disc and outward similarity of desrq
&multrple orchestras, sounds moving in Space, etcg éhe listener |s easra/
rawn to the conclysion that Carré ¢ ntmuesalme evelo ment}mrtrate

rrJ]en This Is not FO Carre |sn “son ﬂf" "1t 15, something else.

ruEpe represents the climax ofa synthetic phase in Stockhausen’s music

marked b%rntense activity, hrq f?% ds, and strrcthrerarchres osz(ace and

time. ere 15 an audible Tink between these two major Works, it IS

gggtetrapesdthe moment at frgure 119 in the earlier score that, as the composer
v
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led to someﬁhrn Iha ex ectedrln elf—a chord is movin from
orc estra t0 O estawrt Ht texact esam |ns rumetﬁ
a from %s and hat change Itches {
ocation off t oun |nsac ocetra oneater anot er
Pta es a crescendo an %ceno at demonten(tiwhen ne starts
Ing out, the next orc est[) eqins to fade n, producing these very
strong waves of revolving timbres.

An accidental discovery, ansrn% unexpectedly out of a methodical workrn
throudh ofareéearch rocedurg, and tflkrng on a life an momen%umo
the kind of outcome oPe nQrma Iy%socrates wrthasgrentr IC hreak-
dg like the discovery ot penicillin; that music can be. discquered In a
srmr I way I not something lIsteners are used to thrnkrn atiout even
p h tria % error 1s just as natural tocf e composer and h tor as o
ersearc ologist. T econventronal augience perception of the artwor
rpustca composition as a complete and fipishe ob;lect reflects an essen-
traI nrneteent century consumerist attitude, one th trdnores the process
Ja anE the implicatjons of t]he underl Xgng skills. and techr(]gues
|nv Ve Sto hausen’s music_has the men conironting an audience
wit the reality of awork In ro ress—a W exRenene erha}o
cannot e grasped (fpontaneo Yasatot Irt blut as ft elived t roug
real time,” savore |es ed. Traditional and folk musics of éver
culture mcorporate memory ar s of various krnds s mmetries, rep etrtron
ﬂ]” larities of pace and P raseolorgl?/ Eat allow a |tﬁner {0 accom odate
ember, and eventually anticipate: but a music lac mg these tra Itions
cues as. twelve-tone musrc eIrmrnates conventional mel harmony
and ‘serjal music-conventional trmrnd ? an experience rwhrch even™
kn wled] eable listener s | erto be Totall ung gare Irkethesub ects 0
us’s memory styctes. Al the-same, the psych oogrca consequence;
ofco grehensrve un amrlrant%/ are |nvanabl |IIum|nat|g the [istener |,
[aid open to suggestron so that the concert evenh |keas% nce, becomes al
experience |moossrbe 0 remember, (event ouq It may be preserved in :
re orrrn and the experienc rezeate [ndefinite

out” the (expanded) paint; then C arré s, “abqut” th
Irne en%tﬁ) guratron Not or t |rst trhtg IS one remin ed of Pau(i Klee’
Initio ofthe dimensions o

art as fot, ling, plane, and space.” In con
trast to the sh |mmenng pusy-ness of the earlrerwo Carre opens into .
world ofmedrt?trve ISt nrng a music 0 %erng rather than orng[ In par
this |satrans erence Into feal time, of the detached souna- and emBore
world of electronic music, witn_ Its instantaneous transitions and vibran
Inner Irfe It 1S also g change of role for the conductors, who are entra%te
with g clearly more mtena etative function than In Gruppen, where thei
attentron 1S neces%anl la el¥ devoted to keegrng time.

Carré takes tne [nterior Tluctuations of a sound gesture. or continug”
reverberatron a% Its line ofdeoarture no Ion er the d namrcs of onsetc
attac rather tfe ?mrcs ofrr sonse and ag/ ne is the desire {
model patterns of impulses after the frequency ratr s of complex timbres; |
its place a simpler attention to ndividual sounds or combinations that hav
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organrzed interior r rYthms Man of these sounds are tgg %al ofan environ-
m acgrnesadvehrclesr m%tron ) the soun themselves move
and are heard to_change In pitch, loudness, and timpre asaconseqvence of
that movement:.in thsres ct the heavrI dis rsed city sounds of Varese’s
Deserts and Poemeeectro rﬂue can be construed as distant precursors of
Stock ﬂusens instrumental. fone mixtures hVareses timing In these wors
IS equally monumental and introspective, pethaps Tor the same reason).

| was fIyrnP every day for two or three hours over America from one city
to the next over'a period of six weeks, and my whole time feeling was
reversed after about two weeks. | had the feeling that I was vrsrtrn? the
earth and living in the ﬁlane There were just very tiny changes of bluish
colour and always this harmonic sPectrum ofthe engine noise.

At that time, in 1958, most of the planes were propellor planes, and
| was always Ieanrng my ear—I love to fly, I must sa y—against the win-
dow, like listening with"earphones directly to the rnnervrbratrons And
though a physicist would have said that the engine sound doesnt
change, it changed all the time because | was listening to all the partials
within the spectrum. | made sketches for Carré during that time,
and thought | was-already ver¥ brave-in-going-far-beyond the time of
memory, which’is the crucial time between eight- and.sixteen-second
long events. When you go beyond them you lose orientation;12

Carre |poetrc of expressive nuance and change within the sound, —effe%ts
he had found impossible, to achieve In electronr musrc—relate? the work
default to the lectronic speech world of Gesang der Jiinglinge, in t
ma‘crnﬁ ofy]v Stockhausen had come face to face with the Im r os rbrll
rea 1zl %( e rnfrnrt gradations of natural sp eech epicted o cear
Potter, Pp and-Ko svorr‘;eprrnt Ima eso visih esgeec transrtrn
effects tha %rror tot erao Montag ads LICHT coul only he produced
voca Oyandr strumentall human performers,
nce again the orc es ?s of Carré consist, of mrx%d fo &rrsomes four

woodwinds, baf OW VOICes, ercussron low strrng
alo g with' a hfere eboard for each orchestra grano vrbra
cimbalom, and a\h)l urrn? their similar roles twenty years later In
Bou ezsRe ons). Whereas the triple forces rn Gruppen aad ptoatradr
tional Mahl er of Berg orchestra, in Carre ga rn voices and reducrng the
string numbers. Stockhausen has Ir ntenéd the ex‘ure and emphasized
Instrimental color as opposed to weig t Thatas atra drstrrbutron offorces
also contributes to great%r transparen%){o soun and clarity of complex
textures, are factors also brought'to [ight in Henr Brahts?rr inal study of
s?unds n. sRace However, similar chan%es in qr estral balarice, In partic-
ular the lig tenrn% of string sections, also egrrvet e composer of a subtle
means ofconHoIIr gands ftrngﬂthe center freverheratron an effect first
exploited In the erd of Vivaldi. Massed strings, the foundation of the s%/
ghony orchestra, were, introduced rnrtrallhl to add substance and rever %
fion t? ensemble music ger ormed In sectlar environments that lack
natural reverberation ofa cathedral or basilica: drscoverrn% that the rf use
sound of massed violins could Influence the acoustic eRvironment in a
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controIIabIe manner rndeoendent ftherom structur qurckI led to tx
development of a mush hat mqQ u eftectively
changes the acqustic ¢ aract]errstrc 0 t e e ormance s ace toc auser
had discovered In Gruo en t a% irectional effects srmrIa otrn
tudro could be srmu ted with brass rneruments and tate soseI
f had been exploited by Gaorieli and otners in the Iate srxﬁeenth am
ea seventeenth enturres He maR/ ave been aware .0 srmrar sPatra
?fe fs bern achleved byvorces for | stance in the Sloent inA rum mo f
ortr e artsb B s Tallls Iat massed Str gf specla IP/ violins
could alsq be employed for s atra effect was not so wid recrae(

By his own ad rssron weII disposed critic, Stravins rema ed tha
Carre ag eared trme ess In the wro %sense i en rnstead of fol owrng th
scoreh mere 3/ listened.13In the wrdng sense” may be a way of expressin;
tenona earance of an effect the listerer has been led to expect, | eaca
that re]fus s to start, Stravinsky continues, “St khause IS mostrnterestrn
when he IS bérérest asrnthes ction after 8X are erence fot ec(ascad
In rnsertsa ed ata atter stage in the co ion (and at 82X, %rac 81

rner cd, marvelously if inadvertently enh nced by the sound of a passin,

tbas Gesang’s ustere anti rphon IS energrzed by-impulse shower
that bur le like 50 afr rnﬁor poured from a tumbler ?]othe ustere sound
sca eofCarre IS rnvaded om time fo time by avalanches of “colored naise
SW eprng and spiral rng amon? the.four orchéstras. These statistica| effect
In hoth com osrtrons r noresen the same radical distraction; desrﬂned to con
ceal essentially the sa eprob(!em which 1 that so dunds orrorna g
{0 express some inner life, and move In space, tend in practice t reuet
budge. The dramatic success of the rnserts In Carre whrc consist | ar]g yC
textured orchestral noise that has—boundaries but ? strong}g Trn%
harmonic proper}res IS a significant achievement In itself, but Ca
construed ‘as re Iecfrng on the comparative nonsuccess grn performanc
terms at Ieast) of the statrc non-in ert material, which | think is wha
travrns IS %E Of course.to make such a []Ud% ement Bresu osesﬁ
rntentron b focknausen to srmuIate sEatraI ransitions rying t
%atrve dynamics among the four orc hestras, as distinct from plain ant
pona opposifions,  The evidence of the written score IS in fact consister
YX” suc an Intention, and of a piece with Carre’s highly-inflected musica
gThge etailed working-out of the four ar[ -works from the composer
sketches (each conductor asaseoarate sco ike a sixteenth-century mac
rrga was assrgned to an assrstan the Eng ish comooserCorneIrHs ardev
is own account Cardew worked for most of the time with only th
h zrestn tlon of what Stockhausen rntended 14 The Instrumental score |
vrsua Ize rn an apt |pace -time notatron that acknowledges a debt to Earl
Brown and the vocal parts Stockhausen adapts the extende
ahphabet and rn onatron ra hr evised by Daniel Jones and admtedb
the London-based Intern fl na Phonetics ‘Assoclation, a source
have been recommended by Meyer-Eppler, and typical of Stockhausen
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scru ousness in _researching the best aﬂd most apt raghrcs for his
mus ca needs. Devised by phoneticians for t eag roximate transcription of
rerecorded sgeech 50 not for gerformance 8ur s, hnce ?Eecr IC as {0
Itch and time), Jt e [po s a.scaled-down vocanular t/ wrthm the
Imits of a two-line stav Vrsuagrt resemhles a rrmrt ve form of plain-
chant; though lacking the prioritie requrred for exact musical reproduction,

* » *

wot a 'bju: ta fi ‘dei

What a beau-ti-fui day!
It does drstm%u Ished stressed and unstrfessed sg/llables br Iarr);< er and small-
ts, ang Upward and downward Inflections by curving extensions (the

“nuc?e rtarI”%lSStockhausen ses phonetic notation In Carre as an ex en
srono %race ote notation, an I)P one size of dot for the time being, until

Zyklys and Refrain.
Alt qu,b the chorr voices occasronaIIK emit recognizable names, among
them E-val” in-an earyJ)remomtrono ICHT, the are employed href
%n Instrumental resour HSt as the speech soun S are tr ated as a
trm re and texture resource. The ambiquous nature o Stockhausenstext
materials, not to mention his fondness:or ¢ Ilalike aIIrteratrve]reframs and
countmg %ames has IS origin In the comp sersencounter with informatjon
theory an the wider-intyition éhat such¢ dhoodseech gla% In addrﬁin
to rt musica mterﬁst IS evr ence o an ancr nt cu t(ur graved, like
ayan or £ Ptran rerog[%/ps on the min umankind—a’ View unex-
Pecedl y reinrorced by-Noam-Chomsky sweII ublicizea theory of the period
téa]te gr}%rj%trve grammar IS mysterrousypro rammed deep into the human
r
J Stockhausen, was simultaneousl workmg on Kontakte durm% the com-
Bosrtron of Carré, and there |Is< onsr?era le cro?s -fertilization of i Peas
etween the two works. Kontakte was also ori inally concelved as a fouy-
channel work in which movement in space of the tape-recorded electropjc
sunds was to he controlled g/four soloIsts operatin [%otentrometers this
Idea was ahandoned and subs ly transfo medb e Introduction of a
mechanism (tne famous turnta le) fo rotatmg gs?un 5 In space, In both
arre and K ntakte an initial coriception of s uns ?atm g and orbrtm? In
the center 0 the auditorium had to eset aside m avor-of a mechanical
gstemo rotating sounds aroun teperr er Th erot tion oforche?trftl
sounds In space “around the audience h revrous een successtul 3/
achieved by RCA-Bell Labs in 1940 for the ori mftl Drsner movie Fantasr
and for eléctronic and concrete music by an analogous, Philips process_for
the Brussels World Fair premiere of Varése’s Poeme eIectronrque in 1958,
For a comp oser m the em Io ofa radro station, In daily contact with_ audio
engrneerrn% colleagues, ﬂge in research Info the projection of
sotnds In Space, It°Is unIrkert Stockhausen would not have heard of
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“Fantasound:” something ofthe kind seems to have provoked him to discuss
W|th stuctl ﬁsllml Ptg ﬁer It woua |d_be possi Ete tg suspend musicians Ir
chairs and setn them round the hall. The %rchestra layers obgected to the
I(lea, ?]urPrts an because It would make them hut hecayse the
thou tunpoessmnal to e aske toPa mu |cfromaﬂosmont at
moving in relation to the hall acoustic, | eme too that the German Mus
icians™Union would also_not allow 1116 In 1990 Dtsney Issued a{emﬁsterec
orl |naI MmusIC trac ofFanta5|a (14 mar |n the” movie’s fi ttet anni
g Re orts at the time | mefenng press reflect ar
miri 8 nsensus on the tec ntcal r| |anc this ‘ac |ev§ment Ir
surround sound In the era of the 78 r\%m sheIIac Iatterand low-fidelity AV
radlo. Most of the Fantasia musm as optically (sound-on-film). rec rdec
under Stokowski's direction in the spacious acoustic of the Philadelphi
Academy ?fMusn: home of the Phila eghta Orchestra, and from 1931 t<
location’o mang previous test ftereo rec rdtngs ythe same conductor anc
orchestra for RCA. A Disney colleague recalled

tokowsmwas fa cma]tteI the mtxn board—th (jndco trol aneI
S

e Sal e |n COﬂ |nr% he cou HI%S
act mix
I [ecorge

swa
r do eoTa etting e turso
ane Wﬂtcon h eghttt % hes {ra. .
ectto teorc estra mdnn a strings; W|n orn etc ten
mtx e nine arate ottc ckst tre t aster
aﬁ ese trac were b au |e ce ro ree so
ehind the picture screen Ins ea o

€ Uﬁua BC}IIOT e smaﬁ

ouse-speakers placed strategically throtighout the'a

Stokowski’s fascination with the recordtn? Process was Ie]gendar and in h|
memoir he took care to-imclude-a reliabledescription-of the technical an(
scientific principles behind Fantasound:

hen ound aves. of all the In rume tsaecombned inasin Ie

they . qften |nte ere wit cause cr
mod atton hich makes the music sou dlstorted h reg
ate channels, It 1S possible to_sen ttemu3|con ch chann
R e
t eesudchanne? IS t att ? evanou struments cgn
ended In the alr a rtesou eft the speakers sorres
Eon ssomew tot’_tb 0 coors tn ointl

fl élgté] In it 1 oolors 2e hot e o thsem%an}\]/gfgnéuto droef
pict e T

etween the canvas and our eyes as we [ook at the
Espe C|aIIy fascmattn IS Stokowskts division of the orche fra b%/ tope color
Into woodwinds, brass, strings, and ercussmn the reduction of Instru
mental nymbers this allows, the im ohane e att chest gand he feelin]
of ower ne derjves from% eontrolh g the balance nimself from the mixin;

and his ultimate Og —to all'Infents an purPoses achieved —tha
the sounds be percerved”as moving within the alditorium space, and no
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st st“ttn |ts s Inanttmber of significant, resﬁectsF nt]a3|a reads

ue nnt arre It also s%%%estst %tntn?m gposs gt af to

rec r% e in Fanta und,—a tec n |chater II"is not dependent
vsk —cou IVE rise to startlig results.

Li et| and Penderecki were hoth deepl |anuence%b}/ he dense orches-
tral te ture? of Carre, ang it Is mteresttn observe t t etremPo ment
of re ated effects 1S ass uﬁted wit med%attve or ritu |st|c subjects (Atmo-
f pheres, hrenody etc.) that teng to reflect, In the absence 0 an un [-
bytn&; serial or structural (mperative, a. ntneteenth centurg ﬁest etic of t
ea ttu and_mysterious In nature (tt is a feature of Stock ausen 100, ut
Stockh aitsen isalo moretan Bust | rRrett étrfac%) Judgtng Pil seon
pil, B? ez seems also to have been | pre e arre’s monumenta |t¥
and also Its_orchestration, In Barttcu ar the insert material: there afe
Eassa es in “Don” and “Tombeal” where staccato chords are Set against a
ustaihed resonance.In contexts remtntscent of Carré at 32X and 63 There
are, all th gme intri umg differences, Stockhausen’s tenuti, of sm le
notes or chor 3 are a % Jearl defined 1n |tct} whereas Bou%f
sustatned sounstend to D indeterminate in pitc %on% or cym
trem landi. Stockh ausen supenm oses ercussmn attacks IS staccato
il ore aBOUlgzren%%t\ﬁst dlstowoora er 0trdse %)r(] Oseedr aThea cometrtér%ateto&

S Itu U iV |
|nt “ectueﬂ focus  as weﬁ atterea% B%uiez mwteg thepftstener 0 pay
ﬁttenn?n to the staccato ore%roun%i leaving the ack%rounda ontinuous

ybur Stockhausensbala ce Of staccato and sustain seems emgne 0
draw the | t]eners attention—away —from—the—foreground, which the
Htesrtcajnsts o(n“% lights render too bright and dazzling to grasp, out to a more

Z klus (Cyc IE)
1959: No. 9°(UE 13186; cd Stockhausen-Verlag SV-6)
For solo percussmntst
Snare drum, 4 tom-toms, 2 African_log drums, guero, triangle, Indian bells, 4 cowbells, 2
suspended gmbals hi-hat, gong withdome, vibraphone, marimbaphone.

Duration: 1

A Composed, as the official test é)tece for percusswntsts for the 1959 Kranich-
stein Musn: 3 mpetition, an event won b nstoR % who remajns
the work’s leadin mtergreter on disc), Z ¥klus IS ope of three fofthts
ﬁenod ﬁf an uneguivocal genius an P fectton formally, muswal and
a't“t’ el e S g wors DERG e ang Kt On ot

SSi s \) ile_s
elegantly and explicitly those cnttf Ff fantte% of ft"gdom” Xnd{netftrmtn

Ism, of dpen and closed form, and ofob Clive and subjecive expe lence, that

define serialism In the frities_and rs’relafionsEip with the sciences of

communication. What makes Zt{klus all the more remarkahle is that so
audacious a reconciliation of antitheses Is achieved in a music for percussion
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a when S0- callep foise” instruments were, f]trll re%arded with die
am r%eneralrt classrcalm Si ﬁns and with suspicion by orthodo
serr] st ?o osers. 1t is also won eruPr gt for a mﬁ clcoc ption_ ¢
such intellectual sop Istication Fo be re %e a or ca culate to agrv
the |mpression In Ber ormance ofan uninhi % azz Asrtsou
Birdland Stockhausen wrtnessed for himself ar art o me tm? hetwee
%trrct and free Interpretation, playin wrth ora ainst the moael, raised to
|gher pOWEr in aaz than In ort ho % cassra SIC. .

In an infroductory note Stockhausen describes Zyklus as “a dynami
closed form™ In contra tto the ogen form of Piano. Prec XI In retrospect th
two works are very ditferent. Piece Xl |sastudy in (e persoectrvew er
ob ects are const ntl shrftmg In virtual space, an errormer’s fret
oms corresPon to changes in focus or orrentatron some. bejectsa rirroacl
Ing, others eceding, and”expanding and contractrng In trm as well. Ten
Pora sequencing Is much more conscrouslxdrrecte in.Zyklus, however, an
he freedoms of choice are now strrct trolled within“a notional tempo
reference that remains constantt [ u%hout the piece (and Is indicat d |
the score%re ular rfuns n har mer)

Stock aus Nn.com ar e mdete mmate structure of Piece Xl to
e o B 0 I e R

i UL 1
lly

skeleton”c atterwo 0 eIe onatae o striicture oft
krn orrﬁ] sgln hesized as sdpurce materra for Konta te dated4J
1958 erea ation scare, and reproduced o (aqe In'thys %tructun
IVe monotone a ers oé grte sine-tones, serra erentiated In éequenc
60 64, 105, 1 00 hertz respectively) are superimposed “out <
hse™—each | a?/er reachm Its maxrmum“dens!,ry at adifferent point in th
Ise a-single tape foop or “cycle™to be englessly copied an
speeded up. until 1t became audible as a mo uIated tone. Z¥klus IS 3 furthi
example of a siren-hased generative process and a step forward from th
simple arpeggro structures ofStu?re I1. The ta Pne rocedure ofedrtm%loo!
from fragments hag grove hoo g/trme consu and Stockhaus
well have taken advantage 0 commrssron t0 consrders eedier proo
dures for creatmgnan modr rnga ran%eo artificial wave orms. rnce
ﬁynthetrcwavefo 15.also ImpulSive in Character, It makes sense at least |
ave a smrTre peyecussionist | |tate the studro Process In real time, Ferfo
mrng a varlety of textures ana patterns empl o?]/ ng different combinations
Instrtyment and de?rees of randomness. At the same time, of course, tl
exercise could also Tead Jo the creation of%vocabu ar¥ﬂof real-time soung
corresoon rng to speeded-up electronic timbres in the micro domain, a Vel
beguil nﬂ]ob cive for Kontakte.

Pomt one notices g cirnous drs]tant affinity, in te>,<ture ar
acoustrc cha cter It not aesthetically, with the opening qvant T'Artisan:
furre X" of Borf ez’s Le marteau sans martr another toccata [ike movemel
hased on a cycle of timbres and coordinate toaraprd pulsation. Drscussrr
thedstructur of Livre for string quartet, Boulez uses language very apt K
Zyklus-

ycle—to comP



186 CHAPTER TEN

his ocrIIatron efween. the austerity ot ome assa eﬁ thﬁ abe] (eli-
erate to their essentals, rr eve ea< of
ns Or pass ﬁes moveme sor éss %es on e

165? me rsmata an s er hmrcsructu est
uasrr [V e makes ac
n am n omet rme ntusrc re re

whi ii er ti ES he' whale structure sconcea eneat d muc
v more flexi emu MOrE 1raglle COVEring.

" Zyklus is a structure of nine layers of instrumental impulses, Each
Iager)rs a?srgned 04 dr?feren Instr ment ana ”tr contarngadrfferent

nmberri (lses (s In rrncr ecorres (n J” oadrfferent artial fone).
The overla lorng cycles facc leration eceleration are contained In a
fundamental dyra

lon divided Info seventeen equal gerrods drawn to scale
and marked to facilitate reading in units of constant duration, 30 per Perrod
The score 1S Sixteen. ges S nallv boHnd and rnvertrbl% Sﬁa p rformer

vstart at any Por tand réad s rarg t thr ugh.to end back at'the same

tn erther di ectron Performed 10 one |rect|on the notation hecomes
B gi_rlessrve moreaeatorre in-the-other-direction; the perfomer’s freedom

Ice~T Progressrv limited (thougfrtKe music never arrivesat total
periodicity>- F£tnen~c) he seventeen periods are printed one tq a pag
peots {200 A he ot ere e assodiation g (eerminism, el
ibly.-occu Ini which 1S divided |

fwo b agdoublggb?agk Irtlte Thgt/ m etrn and eeg?ng of determinate and
Indetérminate structures-is-an-act o

A skeletal rmgulse structure IS xe for the entrre work, each layer a
symmetr compri rnga logarith mrca%measure accelerando over erght
ge Jog one- errodcr X-ofmaximu w Ich the nu

istribution of atta s IS free, foIIowe er eight periods of

measured ritardando. These fixed structures are reco nrzable as Nea
tisSIM0_accents. Successive maxima occur in odd-num ereﬂ perrod
srgﬁroed %rtérrr]rdrégrtr)ng period 1, the hi-hat during perrod 3, the triangle rn
P Over this skeletal structure Stockhausen has composed a second cvcle
of points and groups that also oscillates between complete determinism (this
fime, conformit wrth the underl mg point structure) ang various deqreeso
mdetermrnacv freecom oftimin ?orce or sequence within defrneﬂ mrts%
This secondafy flexiole trssue? erfaid on th e ore rrgrd bonef of the wor
to borrow BouIezsananPy, IS lighter in touch and more supple artrcula
tion, and jntroduces cycles otrncre srng and decreasrn cIarrtv The alter-
nate blurring and foevsrng re atron? fsecond arvan prrmaystructures
IS beautrfull conhroe and OSﬁ lates at twree he fundamental period,
pea mg at the fifth and thirteenth periods, with corresponding nodes of “no
Interference” in the first, ninth, and seventeenth periods,

It is important for the performer to thrnk of eac |nstrument in the
ensemble as’ related t% everg/ other, as a location qr ags% rotion |ine in
continuous spectrum Detweén noise and pitch, defined by Its degree of
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resonance, and ri hness ftrmbre analogy with ta impulses, the dr
thedtone ana and rgn erte pitch, tﬁz astgyt esou It?sano heroc}tt
hidden beautres of e score thatwhrle the enfire wprk IS structureq as a
mensely, sowe down rmpu se waveform, 1n ger ormancg the * ftS'[e
eements %uero vrpra phone, an marrmba %rssan I are asot
most melod I?O musical in pharacter hinting that beyond the speed limit <
artrculatron rsanother reamof)pure musrcwartrn e discovered.
parfe Ith Prago Piece XI, the degrees ofre available to.tl
Rerforme Zg us, as gistinct from the pr g?nessron rom xed to statjstic!
otatron laid down'by the composer, are limited to choices and ordersr
subsidiary pornts or rougs wrthlrn rnvar\ant drvhsrons ofth(? prlne (pa fim
structure he compositional rules requ atrnq e Size and relationship t
bsrdrary t% prrmary eO’ements forrnstan he Influence of the ﬁrbonac
series on“subsidiary ‘oraers, are comparaole to those reg ulating the grag
note constellatrons ofPrano Pieces V-IX, gr of the *Nebennoten” (auxilial
notes) to the “Zentralklange” (central sounds) of Plus-Minus,

what | do in n]usrg rnt the deepest possible layer oftg
rngrvrﬁuarsoun% o ggse% soun rﬁm In h
vidua

B rchl rrhe ae

Indivigual elect nc t a re rd on ape ra ion 0 one
econ or exam msu(ﬁ san Times, 8
that'in't eeven one cce?] erse%ond

one cycle ofthe per Sec rs my Origina

For its era, a fime of ﬁphrc rmpoverrfhment tending fo anarchy, Stocl
hausen’s notation. for Zyklus is a model of exemplar desr%n clear, fun
tional, and pertectly-adapted to a music of a(!tac strugture rnr:rf< Brer
for strcks IS recewhere onIythe onset needs to-be ndicated, Stockhalse
IS able to em oga sc le of note srze? correspondrng o0 | ouofness levels,
srm lification'that would not b e ossrberfthe size ofa note were to indlica;
?] uration as well Such a not on nas eatt” S In comm nwrtth Kit
tempstc -inspiregt ﬁr Ics, Tor"nstance ustratrn T enatura org
ism~nfovemenC Tfilftfaer-~al owm%the various degrees of indeterminat
ofrAm mﬁ and inernal confrguratron 0 be dis [playep with nLasterI elegam

and ecorfomy.2L (Pianists str rng 0 %rasp edl ference etwe nm rog
ome time and “actiop-time” i’ Piano Pieces V-XI woul dp well to stu
askel’s recording of Z klus with the score, pa?/rng partrc a[ attention
the %om -toms. Functional carrg ty and prech nquish Stoc hausen
?ra ics from the many derivative and desultor rmra onsot time, f

nstance Romftn Haubenstock- Ramatr Liaisons, p Shakes eare
‘I‘:ran%ors Bag Pornts Critiques) an ot er fashronab 3 expjon nts

musikalische Grafik.” For a composer with an established reputation fi
hard to-read scores Zr{klus marks a srgnrfrcant turning point.

Zyklus js the Tirst of three pieggs atrng from thrs Iperrp —the othe
berng Carre and Kontakte—manifesting . conception of fotation ar
enclosure proposed in Stockhausen’s die Rejhe \/ essay “Music in Space. []
ZyKlus of course only the performer IS enclosed in a“circle of instrumen
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whereas_in the other two works it is the au?rence around whom the s?unds
rotate. Such_a concept of in- centeredness eads to meditation, for all the
Intensity on%ku ctivity: there maey et come atrme when, thanks to
surr?un sr% when Wi %H X errence its cyclic evolutions and
revolutions from'the still point ofthe cente

Refrain

1959: No. 11 CUE 13187; cds Stockhausen-Verlag SV-6, SV-62)
For three players: piano (woodblocks); vibraphone (cowbells): amplified celesta (antique

C
Dyuratron 1143,

The title refers to recurrent disturbances that ruffle the rrngrng tranrgurhtP/
ofthe usic, These drstur arf]ces are notated onatrans1par nt strrP
overlaid on th musr% ectt distort perce trono those garso the
rHusrc that lie %ng AtoH% er name ISP t usually ack Wedgefd In
this context such distortion effects In thevrsua omain are a feature of the
art of Mar Bauermerster ayoung student of Max Bill, an dau ghter of a
Professor anth rogaocag enetrcs who In 15 had moved Into a
ented studio In the older art Cologcn that urck ecameastopover
%certvenue and meetrn -point for lo andvsrtrn avant %arde artrstW

The Introduction ofitransparencles: to-music rests with John Cage, who
while on a visit to Euro'n_ in 1958 com 0S F I\4u3 alk for one or more
pianists, TV KoIn and-Fontana er | |c transparent sheets
marked with ref erence staves or %rr S are ar over [r?]agfs con arnrng dots or
INes In seemin g andom confrg rations, allowin gtter in the 3/to be
mterpreted musically.-At this £ Int, an furt] er-comparison comes rIrne
The difference betw en Cage’ mteres ng t experiment and Stock
hausen’s adaptatjon of it 'f as We have omet ex ect, tnat Stoc hausen
Nas U|¥ alﬁr rec ated the |m|tatf]ons aB rPBSSI Hs of the ca)nceéat and
0 uce Inte %\en sojution that is both beautitully designed and also a
er ectyrmagrne ork of music.

? ?/ rrestrng]r Refrain nevertheless maikes %od de? gn sense and |s
not difficult to read. The curvature of staves allows the “refrain’ strip t
rotated across the par]]e to_Introduce shrmmerrng drsturbances to the glacrd
calm of the musrc befow. The musrcal conceptr nand audience perception
are not affected in a t}i a}y ntlc angae? in location and trmrng of the refrain
|tself mdeed one could clai that |stenerssense of a natural event |s
enhanced myt e uncertarn% nrlt Into the_design. As the refrain stri
turned front left to right, s bosc an?e orientation: so a cluster mﬁy urn

Into a glrssando and a slo aqrssando nto a vertical cluster srncet e con-
vention” of reading vertical glignments as simultaneous still a gg les. The

Peautrful raghrcs different from Zyklus butéust as com IeteI rIJroprrate
oramus f suspended motion as the notation of t/rorlrjsol tuer eamr(ﬂaér

music of acéron orrespongs 1o a mogern mterPreta

“unmeasured prelude” notation of French composers Jean-Henri d’Anglebert
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and bo is.Cou enn a music where the timing of ﬁvents IS degendent on th
soun ?n roduced, and IS Interactiop with a_room acoustic ?
Passa%es of Usic ten to be notated In wnole notes of indgterminate Ien
nter e at times K \9rac dtes or quarter-note IE rations_ playe
rapidly, teatures that have already been'seen in- Stock-hausens Pian
|ecesVVIII and are destined to reagp ar In the ins %u -mental s oret
Kont te where the tlmlng of events 15 also controlled by external act0|

g e events on fa I)
raln IS scored 10 %nnraﬁ)osed keyboard timbres: piano, celest;
an t\)” ra hone anOI octcut Lest id nange wnhtﬁccastlonal fxcur3||ons |n{
e hass. The. “steady state” score, as i ithout the refrain elemen
qternates chiming tyhoras—ln whi ﬁvnrem oarg ?a as one, p<
ucing subtle mtenor oscillations tha seem oc ase one an ther Intp'th
Istance,—and grace-note sequences In which the same note material
cuculated in eEFndené){ a’odHcm It<a|e|dosco I cut- (!ass textures fhi
rustle and sparkle, and to hIC au lary percussion and occasional voice
attacks add a d|s reet flavor, of r

Intro ucm esMusn;o gTs éoaradto audience in 1957, Stoc)
rausenﬁ arke augganlst DaV|d udor would sit almost motion|es
etting the last sound before a pause die away very gently,” hefore makir

(ext move ‘with unbelievable rapidity,”"a desciiption qf how Refrai
sou he a roached22|ts clanqorou mix of son ritles also hears compar
son Wlt B lez’s Improvisation 1 sur Mallarme ((Une ente le s7abolit") 1
1958, of w |ch Boulez has written in ven( similar terms “the work Is score
forvohcea instruments. 1 Lace the mstruments on thﬁpatform in such

an tnatltt rnegls )_ereretn Ioﬂihogﬁgugnothexred ItBCouI zas“ghl m%tte(thgl
sembfe F|)s (targer mc?udlng tubular bells-and-harp-as'well as piano, vibr,

P ong, and celesta: it also mcornorat s a female Voice, which tends to tal
e“ﬁht? distract attention from the accom&an Pg mlxed sonol
tles which tel| their own story. Hal (acenturH osdsyo uenﬁ
Boulez’s sonority Is eglnmn {0 50UN Husta ttle tarnished; its aesthet
somewhat dated; by cOmparison ?tock Hsensdner denser, and sharp:
|mag|erys ems 10 have lost none Its freshness and |mme |acu/
#]onetlc content of Refrain, comnnsln not only the Voices, attacl
put also the woodblocks, cowbells and Cro alaq orresponding to k.
t” consonants respectlve introduce  a tactile element sent ‘from tI
keg/b?ar aft cks “which néed o sound recise, like. musical boxes. Whi
oftal * c s"work well in practice, the voi ed hthogs 0 not liar;
ases| their accom%an]yng Anstrumenh al tones, and"are now to 1
artlcuae |n 'al Igher-pit tea tone, wit atrau Ing Intonation, aft
emannro 0 ercusslonlss
80 StocE ausen produced a new cd recording, “3 x Refrain 200
for teachln pUrpOSes. Three versions of the score aré introduced and di
cussed by the composer, and gerformed in full. Afthough the performang
are muslcal dy very clear, something ver stran?e nas hagpened to the mi
which sounds incomprehensible in“stereo, as If the threé performer spao



190

have somehow been superimposed. (The recording qf ‘Mittwochs-Abschied”
from Mittwog ausLI§ (Tef ﬁorm e A Cﬁ]e
same way.) The thir |

terminatés’ with
complete

plece itselt, and 0
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fes from {nis tlpe?
and final version or Refrain in the new r?
newl -comgose _unnecessarg/ and %ro%esque_
outoff aracter, m(! nded it seems as 4 gesturg o
all keyboard instruments,

ng |s_yso per Iexm% In
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