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|. Making Way to Music

Themad air quivered Unutterable
music.

Kingsley

Saint’s Trag.(1848) iv. iv.
102

Oder als kdnnten wir in ein neues,
ahnungsvolles Verhaltnis zum
ganzen Dasein treten, wenn wir
anfingen, mit dem Herzen zu denken.
Hugo von Hofmannsthal,
Brief des Lord Chandos

Or as if we could enter into a new
relationship to the whole of being,
full of inklings, if we began to think
with the heart.
Hugo von Hofmannsthal,
Lord Chandos’ Letter
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1.1 A parallel way*

We are seeking a parallel way to music. The way ise parallel to the
way to language. From mathematics we know thatllpatmes never
meet, or that they intersect only at infinity, btis mathematical
understanding of parallelism should not be allow@dhrow us off the
track. Instead, it should first be recalled whédre word ‘parallel’ comes
from. It is Greek in origin, and comes fromxpa &AAniw, Mmeaning
“next to one another”, or “near one another”. Thhg, way to music is
supposed to lie next to and to run alongside thetawdanguage, in itself
a mysterious circumstance calling for elucidation.

Why should such a path be sought and embarked WMo it not
be more appropriate to ask the question: Whatastisence of music?
or What are the essential foundations of music® Type of questioning
is familiar to us through the long tradition of mehysics. To seek a
way to music is here supposed to indicate thapa tf thinking that is
no longer metaphysical is attempting to make itg, W@ make headway,
or simply, to make wayBe-wégeh In seeking to make its way, thinking
IS to travel on a path that runs alongside the twwdgnguage in order to
experience something essential and intrinsic abwusic, in particular,
its parallelism to language. Travelling on a patid &aving regard for
the parallel way to language is supposed to prowitientation for the
journey which should allow us to experience musicai way that is
profoundly different from how music has been thaugihout within the
metaphysical tradition.

Cf. also my earlier essay ‘Sprache (und Musik) rtideldegger’ in Eldred
1993/2010. This essay has been taken up in sorai logEduardo Marx
1998, who pursues the following project: “Thus asioal altercation
becomes recognizable as a path of thinking whiclétger himself did not
take and also did not point out explicitly as ahpatbe taken, but which is
nevertheless suggested.” (So gibt sich die musikaéi Auseinandersetzung
als ein Denkweg zu erkennen, den Heidegger zwat bieging und auch
nicht explizit als einen zu begehenden auswiesaber nahegelegt wird.
VorwortS. 7)
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‘The Way to Language’ is the title of a late leettinat Heidegger held
in a series of lectures sponsored by the Bavariead@my of Fine Arts
and the Academy of the Arts in Berlin in Januarnp9nder the title
“Language”. The lecture is the final text in a esrof texts and lectures
which Heidegger wrote in the 1950s and publishedkuthe titleOn the
Way to Languagé As the chronologically last text and the text whic
gives the volume its title, ‘The Way to Languageduldd well be
regarded as the final, mature fruit of a decadmt@sive thinking and
writing about language.

How are we to seek a way to music in parallel twag to language?
We can only do so by looking over toward the wayatoguage to see
how that way makes way. The formula announced atbginning of
‘The Way to Language’ which is to serve as a threadthe way to
language is: “Bring language as language to languaghis literal
translation of “Die Sprache als die Sprache zua&pe bringen” (242)
Is as such inadequate, since in German, “zur Spracimgen” means
simply ‘to thematize, to address (an issue), tores in words, to put
into words’. The formula would thus have to be remd in English
something like: “Put language as language into wdrdHeidegger
points out that what seems at first to be a fornwilabe transformed
while under way. In its final reformulation, therfoula will become:
“Die Be-wégung bringt die Sprache (das Sprachweatnjlie Sprache
(die Sage) zur Sprache (zum verlautenden Wortg1)2which can be
rendered as “Making-way puts language (the essgraitanguage) as
language (the saying) into language (into spokemds)b. Without
having followed the path that leads to this ultienegformulation of the
apparent formula, this final rendering is initiallpcomprehensible.
Furthermore, as we shall see, it no longer meapsith of thinking
which we travel along.

Here, for the moment, we only have to ask: Whatsdbés formula
imply for the parallel way to music? On this path are trying to make
way to music by way of thinking in language. Theeexe of music, or
music as music will not be put to music but, attbgswill be put into

Martin HeideggetJnterwegs zur SprachE959/1986.
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thoughtful words. This shows that the way to musithinking must be
a way that runs alongside any way that leads toiavas tuneful and
attuning tones. Thinking can only seek a parallal/ wo music, and it
can only make way in words that show it the waye TWay to music in
words is necessarily a way that runs alongsidered to the way on
which music as music makes way to music. The foantét can serve
as a thread for an attempt to follow a path inkimg to music as music
is the following: To put music as music into musitis formula has to
be transformed into the parallel formula: To pubiwords the making-
way of music as music into music. Since in thinkvng are moving and
making way in the medium of language, the “puttimigp words” in the

formula is redundant. Later on, this formula wik elaborated and
transformed into the as yet incomprehensible foathh: “Making-way

allows music (the essencing of music) as music @tneering) to come
to music (attuned sounds)”.

The way to music that is attempted here (this nhest openly
admitted) is plagiarism (from Lplagiare to kidnap) in an essential
sense for the sake of thinking which abducts am@harogeny and
thoughtfully compels it to walk along another, piziavay.

The “as” in the formula should be noted. As we klsg#e, one
signification of thisas is that we humans hear musis music, music
gua music. This should not be taken for granted asesloimg self-
evident. We can be sure that many animals hearcmioigt do they hear
musicas music? No, they don’t. The metaphysical delingatdhuman
being as the living being that has #¥go¢ provided by Aristotle e.g. in
his Politics is usually understood as the ability of human ggino
speak, which includes of course that we can atgerj or it is taken to
mean, more fundamentally, that we are ‘rationaatnees’. It would be
too superficial now to claim instead that we hurbamgs are essentially
beings who can hear music as music, but this baiblg-to-hear is
presumably related tbdéyog andiéyew if this is taken in the sense of a
gathering. In listening to music, we are ablgabherthat it is music and
can thus hear ias music. That something is, i.e. itsexistentia or

3 Cf. ibid. esp. pp. 243 - 267.
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Dal3sein depends oiéyewv as a gathering-that... Of what nature is this
gathering that grants tlees of music? In the further course of our way to
music it will become apparent that the gatheringretated to an
attunement. Such relatednespég t) derives from the parallel ways.
Needless to say, such attunement as an issuedioghh lies outside the
ambit of metaphysical thinking.
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.2 Music, metaphysically speaking

Music: We mean making music and listening to muagc human
activities. Some people are musical and othersnate By this we
usually mean that someone has an ear for musiaeatv@nother is tone
deaf. Music is an acoustic phenomenon; its mate&iabunds or tones
produced by various instruments or devices, orhtln@an voice. These
sounds are ordered in some way, whether it betama form, an atonal
form or some other form depending, say, on continge A musical
work structures a time-space for us acousticallgome way or other
and requires both performers and listeners. Thasstec time-space is
formed tunefully, where “tuneful” is taken in theoladest possible sense
to mean that music attunes us in some way or othérether
harmoniously or dissonantly or whatever, and tlyablr very nature we
are attuned to the resounding of musical sounds.

Music, however, is not just musical sounds formedaome way or
other, but is said to have some sort of meaningerOthis is described
by saying that music is the language of the emetidrhe view that
music signifies something goes back to the ancierdsto Plato and
Aristotle. At the beginning of the Aristotelean tegntitled Ilept
IToimrtikng we read:

domep YOop KOl XPAOUACL KOl OYAUACL TOAAG HULOVVTOL TLVEG
amelkdlovteg, oL Lev d1a T VNG oL d& did cuvnbelag, Etepol 8¢ d1a TG
dwvng, oLTw KAV TG EPNUEVALG TEX VLS ETTOCOL UEV TOLOVVTOL TNV
uiunmow Ev puBue kol Adyw kol dpuovia, tovtolg O f xwplg 1
WEULYLEVOLG OLOV GpUOVIQ UEV KOl PLOU® ypdueval pévov 1 1€
aLANTIKT Kol 1) KIBoPLoTIKN KAV TvEG ETEPAL TLYXAVWOOLY OLCOL
<TOLOWVTOL> THY d0VOULY, Olov 1 TV cuplyywy: abt® 8¢ T pubu®
UILELTAL Y wPpLg ApUOVIOG T TV OpYNOTAOV, Kol ydap oLTOL Old TV
oxnuatilopévar pubumdy pipovvtal kol Hon kol wdln kol mpdéels.
(1447a19-29)

Some make representations using colours and famaking images of many
things (some by art, and some by customary use€)p#rers do so with sound;
so too all the arts we mentioned make a representdtrough rhythm, speech
and harmony, but use these either separately adiyixE.g., the art of playing
the oboe and lyre, and any other arts that havh aupotential (e.g. that of
playing the pan pipes), use harmony and rhythmealbat the art of dancers
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[uses] rhythm by itself without harmony; for theyot can represent
stances/characters, moods/emotions/experiences aaiidns, by means of
rhythms given form. (Trans. Richard Janko, mod. ME)
The nabn mentioned at the end of this quotation can meamdno
emotion, experience and in general, that which eappo us and affects
us and thus that which we suffer through in thealest possible sense.
Thenabn come to pass over us and arouse our passionstingous in a
mood, i.e. an attuned mode of being.

The Aristotelean conception of music as a represient parallels his
conception of language as a representation in fiftise ‘sufferings’ of
the psyche in being affected by what matters toVihat matters to the
psyche is represented in th&6n, and the latter are represented in
spoken sounds, and these, in turn, in writing, Wwhace signs for the
spoken sounds (cf. the beginningltdpt Epunveioac). This Aristotelean
conception of music, through all its modifications, with us to the
present day in theories of musical meaning. Thgs ee find in
Encyclopaedia Britannicéhe following note on Schopenhauer:

Schopenhauer looked upon Platonic Ideas as olyjectiwill, but music is

“by no means like the other arts, the copy of ttheak, but the copy of the
will itself. This is why the effect of music is sauch more powerful and
penetrating than that of the other arts, for thega& only of shadows, but it
speaks of the thing itself.”

Schopenhauer acknowledged a connection betweenrhieeng and music,
which “restores to us all the emotions of our intnwgure, but entirely without
reality and far removed from their pain.” Music, ialin he is presenting as an
analogue of the emotional life, is a copy or symifahe will.
In Schopenhauer’s metaphysics, “will” is the tiftbe the essential being
of beings which is represented (“vorgestellt”, gddefore us) in music.
The commentator irEncyclopaedia Britannicaalready misrepresents
Schopenhauer by speaking of a “copy or symbol ef whil”. Why?
“Because music does not, like all the other adprasent thédeas or
stages of the objectivation of the will, but re@ms thewill itself.”
(Weil die Musik nicht, gleich allen anderen Kinsteie Ideen, oder
Stufen der Objektivation des Willens, sondern défilen selbst
darstellt. Schopenhauer 1977 Kap. 39, S. 527)
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Whether theories of musical meaning are “referéstiareferring to
meanings outside the music itself) or “formalidié{ng autonomous and
thus only ‘meaning’ itself), the problem of emotionmusic remains to
be dealt with, afncyclopaedia Britannicanotes: “The Austrian critic
Eduard Hanslick, in hisThe Beautiful in Music(German edition
published 1854), was a strong proponent of musianaart of intrinsic
principles and ideas; yet even Hanslick, ardennhédist though he was,
struggled with the problem of emotion in music.”uBthe idea prevails
that the sounds of music are signs and signify samg to do with
emotions and moods. In slightly modifying a passagéieidegger’s
‘The Way to Language’ it can be said: “Music is regented from the
viewpoint of musicking with regard to articulatestructured sounds
which are the / bearers of meanings. Musickinghsiman activity.” (cf.
UzS:245f)

According to the well known Swiss conductor Ern&ssermet in his
opus magnumlLes fondements de la musique dans la conscience
humaine which appeared in 1961 toward the end of the gotud’s life,
the physiologically perceived vibrations that aeeaived by the body’s
sense organs are mirrored or reflected, i.e. repted, in consciousness,
“since bodily affectedness is [...] already the rimiing reflection’ of
physiological phenomend”.From this realist-materialist starting-point
of musical tones as a mirroring reflection in coagsness of physical
and physiological processes, whereby the latterectorbe represented
in consciousness, Ansermet intends to show “howa, i@sonant space, a
spatio-temporal world is constructed from tonalstmres and gains in
form” (652) whose “emergence” is “in the cochlesgad (ibid.)

We see that it is highly probable that electricaves form for a duration on the
basilar membrane which correlate to the percepioa tone. When tones that

sound simultaneously are heard, other waves aneetbhere. Consequently, in
the reflection of the phenomenon and in the gazpeofeptive consciousness,

Ernest Ansermdies fondements de la musique dans la consciencaihem
Edition de la Baconniére, Neuchatel 1961 GermamedGrundlagen der
Musik im menschlichen Bewul3ts€iper Verlag, Munich, 1965 transl.

H. Leuchtmann / E. Maschat p. 641. All citations iom the German
edition. The English translations are my own.
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the tonal positions make a movement in space amel ivhereas in simultaneity
they form harmonious chords as if, in the cochbgar, a double train of waves
had been formed, one of whose waves runs longillgitm time, while the
other is transversal and momentary. (Ansermetibj6%3)
Such physiological processes, according to Anseraret synthesized
into a musical experience:
Let us now imagine the above tonal schema [an ebaoighree bars of music
ME] as a spatial structure. In the cochlear emeargeof this structure, the
momentary wave which arises when the simultaneousdyating tones are
heard and which links the various cochlear posstisith each other in a single
act of perception, has made a synthesis of torstipos out of the harmony of
tones, just as a molecule is a synthesis of atfimd. 654)
What underlies all these considerations of the &tiom of tonal
structures on a materialist basis is Ansermet’sth(@pological)
conviction that “the feeling for music arose at gane moment when
humans discovered music in tones. Humans, howewdy, discovered
their musicality and music because they possessadtavity of the soul
within themselves for which they felt the need xpress in itself.” (ibid.
646)

This anthropological explanation takes time asegpen dimension
for a narrative about how “humans discovered mubic’expressing a
movement of the soul inside in tones outside, taxsmplifying the
basic metaphysical position of the fundamental tAtedean prescription
of the essence of music as representation alreiéely above from the
Poetics
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1.3 Making way

To the present day, what is essential to music e regarded as
inhering in musicking as sounds or tones brougta anform. To recur
to the formula of the first section, it can be akkidoes this conception
of music appropriately describe the putting of mmuas music into
music? The traditional metaphysical way to musits seut in the
direction of humankind; it leads through music eangthing else: to the
representation of human emotions in tonal signsaimanguage of
emotions. The essence of music conceived of wiglaneto something
else, however, does not already point toward ontpout the essencing
of music, the mode in which music holds sway andeshas music, i.e.
rests, gathered into what allows music to comeiistown as music.

If we carefully follow the track of music as musitien we have
already renounced the procedures for regardingarihat have hitherto
prevailed. We can no longer treat music as theesgmtation of human
experiences, nor as a mirroring of physiologicahsgedata in tonal
consciousness, nor as a formal structure of hamosnsounds, no
matter how conventionally or unconventionally ‘hamg’ is
understood, nor as a representation of anythingllat Instead of
explaining music as this or that, and thus fle¢nogh music, the way to
music wants to go through an experienemdé Er-fahrung of music as
music. In defining the essence of music as a reptason or
expression, music is indeed comprehended, but igressped by
something other than itself. If, on the contrarg, pay attention to music
as music, then it demands of us that everythinglbbngs to music as
music be brought out into the open.

It is one thing to collect and order various eletsethat reveal
themselves within the essence of music, and antdlgmther one’s gaze
into that which of itself unifies what belongs tdger insofar as this
unifying dimension grants the essencing of musiown unity.

The way to music now attempts to follow more slyiche thread
which the formula names: To put into words the mgkivay of music
as music to music. The aim is to come closer totvihantrinsically
characteristic of music. Here too, music showslfitae first as our
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musicking. We pay attention now only to what is & already
resonating alongside when musicking, and that & same measure,
whether it is noticed or not.

People making and listening to music (i.e. musigkin the broad
sense) belong to music as an activity, but nohendense of cause and
effect. Rather, those musicking have their preseand thus present
themselves, in musicking. And where are they pr@s&hey are present
with what they use for musicking; they are presehere they while
with what already affects them in individual and lafiarious ways.
What affects them, each in its own way, are otle&Epe and things and
everything that attunes these people and affeetetthings as a whole.
In musicking for each other, whether it be diredtlybodily presence,
l.e. live, or indirectly through the media, a whobnge of moods is
made to resound in one way or the other; it is rnreadd and perhaps
developed, attuned in such a way that those mungcky making and
listening to music attune each other and themselVee songs sung
with voice and/or instruments, alone or togetheg, rmanifold. What is
musicked may disappear without leaving a tracd aray be preserved
or linger on in some way or other. What is madeesonate in music
may be long past, or it may have been long sinktedl as a music
destined to be brought to resonance.

What is sung in the broadest sense of musickingthdr vocal or not,
originates in manifold ways from what is unsung,atvls unmusicked,
whether this be what has not yet been musicked hat winust be left
unmusicked in the sense of what is withheld fronsimuThus what is
musicked, i.e. brought to resonance in music inifohways, has the
appearance of being removed from music-making amsiaymakers and
does not belong to them, whereas in truth it holpdo music-making
and music-makers that toward which they comportmteves, no
matter how they dwell in what is musicked from timenusicked origin.

A multitude of elements and relations becomes apyian the essence
of music. They have been counted, but not putansequence. In going
through them in an originary accounting which isioprto any
calculating with numbers, their belonging-togethas been announced.
Counting is a recounting which looks ahead to whatfies this
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belonging-together without, however, being ablétiog it out into the
open.

The impotence of thinking’s gaze that becomes appahere, to
experience the unifying unity of the essencing afsio, is an age-old
heritage. This unity, therefore, has remained uratanihe traditional
names for what is meant by the name “music’ alwmagsie it in one
respect or another which is doled out by the essgraf music.

Let the sought-for unity of the essencing of mumacalled théugue
This name calls on us to look more carefully at wipaoperly
characterizes the essencing of music. A fuguensisical composition
in which several themes, which in their differerilee (L.fugerg from
each other, are nonetheless held together by mefitke laws of
contrapuntal harmony. Here, by contrast, the fugugaken to be the
entire manifold of originary tunes or moods of radiheld together and
adjoined in the articulated unity of that fugue @hiresonates through
and originarily opens up the free dimension ofrad¢tuent that comes to
resonate in manifold attunements. The fugue is rbee originary
articulated reverberation of the essencing of mubie total structured
quavering of attunements in which those musickimgl avhat is
musicked and its unmusicked origin are joined irainmas been allotted
and conceded by the fugue.

“Essence” is a word laden with meaning from theditran of
metaphysics, and is derived from the Latin stensé&s“to be”. The
essence of something is what it is in its deepeasist intrinsic,
unchanging sense, it is its ‘whatness’ or, in Latiguidditas’. In
German, “essence” is rendered as “Wesen”, whicisedf one of the
forms of the verb “Sein”. “Wesen” comes from themst'wes-’, which is
also preserved in English in the past tense o¥¢hne “to be”: “was” and
“were”. In Old English, the infinitive and presegparticiples of the verb
“to be” were still able to be formed using the ‘westem; the present
infinitive was “wesan”, the present participle “veesle” (cf. the OED).
The essence of music means what music is mosnsitally, in its
innermost being; the wesan of music is its mostasttaristic, ownmost
being. Forthwith we will rename the essence of mitsiwesanand, to
put its ongoing, temporal character into words,wi call and name it
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by using the archaic present participle, Wesende of musiastead of a
less unusual ‘essencing of music'.

The fugue as the unified, ongoing wesende of mieitains hidden
and muffled even in its approximate reverberatisrioag as we do not
take care to note in what sense already musickmagvwahat is musicked
have been spoken of.

Musicking is a making of sounds. It can also beceored of as a
human activity. Both are correct conceptions of i musicking.
Both are now put to one side, without us wantinfptget for how long
the sounding of music has already been waitingaforappropriately
attuned definition; for, the acoustico-physiologicaemotionally
expressive and harmonic explanations of sound-rnga&imd musicking
do not experience their provenance in the pealingtitness. Still less
do they experience the attuned definition of sooraking which stems
from and resonates with this origin.

In what way, however, have musicking and music dbenght in the
brief recounting of the wesende (essencing) of mgsien above? They
already show themselves to be phenomena througthvamd in which
something makes way to music, i.e. comes to resepamsofar as
music is madeMaking mere sounds and making music (musickimg) a
not the same thing. Somebody may produce a lobwh@, even on the
stage of a concert hall to a large audience, bus ibnly noise. By
contrast, someone else may scarcely make an awdibted, or make no
sound at all, and with this silence make music.

But what does it mean tousi®? To experience what this phrase says
we are bound to what our language itself calls srtauthink in this
word. “To music” is a nonce-verb to the noun “mdsitom Greek
uovoa, the mountain nymph who inspires the singer tg.sirhe singer
can only sing when attuned with the musical souacel thus inspired
through breathing in the spirit, his or her singitemporarily and
temporally permeates and colours existence as éewtith a particular
mood or moods. Mood is the way the world is opeaganomentarily as
a whole in any particular situation at any partéculme. It is the way we
find ourselves in any particular situation, whetdemwncast or uplifted
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or on even keel. Musicking must therefore be uridedsas an opening
of world in a particulawayin bringing a mood to resonance.

We are saying something self-evident and yet songetthat has
scarcely been pondered on in its significance andfrcations when we
point out the following. To sing to each other iusitking means to
bring each other to resonance, to reciprocallyoleself go with the
mood of the music. To music with each other (albaly by humming a
tune or by saying something or moving one’s bodpstone’s face in a
certain way) means: to make something resonatehegeto bring to
resonance the tune that inheres in the music plapedthus to allow a
certain attunement to vibrate. What is unheardas anly that which
lacks acoustic sound in not having been made adilt is also the
unmusicked, i.e. what has not yet gained resonan@n attunement.
That which has to remain unheard is withheld in timenusicked; it
whiles as a hidden secret in muteness as that vdaichot be made to
resonate in an attunement, perhaps even for ameeage. What is
granted to resonance resounds as an attunemdrd gense of what has
been allotted, whose resounding does not evenamgedound.

Musicking, as the resounding of an attunement,rggddo the fugue
of the wesende of music which is permeated by thdem and melodies
of resonance in which moods are announced, concaddddenied,
come to resonance and amplitude in attunement thdvaw, ebb and
fade. What runs through the entire fugue of theamde of music is the
manifold resounding of attunements from variousvprmances. With
regard to the relations or rapport of attuned radmg, we call the
entirety of the wesende (essencing) of musicghirering and admit
that, even now, what unifies these relations afregtl resounding in the
fugue of music has not yet come into sight.

The word “quivering”, like many other words in olanguage, is
today usually used in a pejorative sense. “Quiggris regarded as a
description for that which is not firm, which shakeand trembles
(perhaps with fear) and thus is not steadfast, sbhad sturdy, perhaps
wavering, ill-defined, ambiguous. The earth maykshand quiver in an
earthquake that brings destruction. A person oamal may quiver
with fright or agitation (the OED quotes: “His han@mbled and his
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flesh quivered.” 1869), but perhaps also with shemmerbrimming

vitality. The quivering or rapid agitation of thegmgs of a tuning fork
allows a pure tone to resound. People quiver witioteons resonant
with a situation. Quivering may possess the unsel@éatension of a
potential for movement. Every situation is resonaith the quivering of
a mood which attunes those who are currently,teeporally, in that
situation. Quivering is the hearth in whose radeaftite attunement of
moods can come to resonance. We can understandriqpgivirom the

attunements which resonate with it.

The wesende of music is quivering as the attunirgroood A mood
Is the mode or colour of any given situation. Wenlauas are open to this
originary quivering as an opening of world in aeivtime, and can
therefore resonate with it in an attunement or adnoQuivering’'s
attuning is not based on any feelings or sens#slitbut rather, all
feelings and sensibilities stem from an attuning/eping within whose
resonance feelings as such can be felt.

With a view to the fugue-like character of quiverinve must not
ascribe attuning exclusively or primarily to humeagtivity. Attunement
as resonance characterizes the presence and abbencesounding and
fading of moods of all kinds and degree in an ageen when
attunement is brought about by our musicking, #itining as the
striking of a chord is preceded by a propensity ratlivity to resonate
in a mood.

Only when we think about our attunement in thisardgcan an
adequate characterization of the wesende in aliaking be achieved.
We know about musicking as a structured productébrsounds by
means of musical instruments and voices. But makmngic is also
listening. Usually, making music and listening tousit are
counterposed to each other. Some make music arafsolisten. But
listening accompanies and encloses musicking nigtiorthe sense that
music requires listeners. The simultaneity of mghkimusic and listening
means more than this. Making music is in itselfistehing. It is a
listening to the music which we music. Thus musigkis not a listening
at the same time, but is rather a listenngjorehand This listening to
music precedes all other kinds of listening in thest imperceptible



20 Part |

way. We do not just make music, but we music outmosic. We can
only do this by virtue of having already listenedmusic. What do we
hear? We hear the musicking of music.

But does music itself music? How could music da,tlsince it does
not have any musical instruments nor a voice wdbaV cords, mouth,
tongue, etc. Neverthelessusicmusics. In the first place and properly
speaking, music follows the wesende (essencing)mufsic: the
quivering. Music musics by quivering, i.e. by athg a mood. Its
quivering emanates from the once musicked and stilinusicked
quivering which vibrates throughout the fugue of smis wesende.
Music musics as attunement by reaching into algeanof attunement
from which moods are brought to resonance or fadeordingly, we
listen to music in the mode of allowing it to attuas with its quivering.
No matter in what other modes we also listen, wheneve listen to
something, listening meanallowing oneself to resonate with the
quivering thus enabling all apprehension of mood and feelimg.
musicking as this fundamental listening to musie, ave attuned to the
quivering that we have already heard and make sorrate. We let
music’s silent voice come and we reach toward theng that has been
reserved for us and call for it. Within the fuguelee wesende of music,
at least one trait has now announced itself magarkl in which we see
how music as musicking is brought back into its @mad thus musics as
music.

When musicking, as listening to music, lets itdmdf attuned by the
quivering, this letting-be can only be granted fas@nd insonear as our
own wesan (being) is immersed in quivering. We dmbar it because
we belong to it. Quivering only grants listeningrmsic, and thus
musicking, to those who belong to it. Such grantiigles in quivering.
It lets us reach the ability to music. The weseonflenusic rests in
guivering that grants the reach to musicking.

And quivering itself? Is it something completelypaeated from our
musicking to which a bridge has to be built? Ogusvering the stream
of stillness which itself bridges its banks, ofuagment and our
musicking, by forming them? Our usual ideas abousioican scarcely
reach this point. Quivering — when we try to thitile wesende of
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music starting from it, do we not run the risk oflating music into a
fantastic, autonomous being which cannot be founyvaere as long as
we think soberly and circumspectly about music? iMusmains, after
all, inextricably bound to human singing and musigk To be sure. But
what kind of bond is this? Whence and how doebirging hold sway
and bind? Music needs human musicking and is nesieds not merely
something made by our activity in musicking. Wherkes the essence
of music? On what is it grounded? Perhaps we d&ia@ a direction
that misses the wesende essence of music wherkveragounds.

Is quivering itself the resting which grants rest what belongs
together in the fugue of the wesende of music?

Before we think about this further, let us once enpay attention to
the way to music. Initially it was said: the motearly music comes into
sight as itself, the more decisively will the way it change. Up until
now, the way had the character of a path whichdead thinking in the
direction of music within the strange interweavofgelations named by
the formula for the way to music. We started frogeas about the
essence of music as a formal structure of soundssaa language of
emotions or as a transformative mirroring of acwmusibrations in
consciousness to form tonal structures. After tlthere came a
recounting of what belongs to the structural fugofe music. By
following this path in thought we reached musicjasering.
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|.4 The quivering of propriation

With the explanatory recounting of the wesende afimas quivering,
the way to music from music as music has reachedddstination.

Thinking has arrived after travelling along the waymusic. It seems to
be so and it is so as long as the way to musiakert to be a path of
thinking which thoughtfully follows the track th#tads to music. In
truth, however, thinking now sees that it has gobkt been brought to
the way to musicand has scarcely been set upon its track. Faothan
meantime, something has become apparent in thendesef music

which shows that in music as quivering, somethiegembling a way
holds sway.

What is a way? A way allows somewhere to be reaclieds
quivering which, insofar as we listen to it, allows to reach the
musicking of music.

The way to musicking whiles in music itself. Theywta music in the
sense of musicking is music as quivering. Whatharacteristic and
proper to music thus hides itself in the way inathquivering lets those
who listen to it come to music. We can only be ¢hiesteners insofar as
we belong to quivering. The way that lets us reacisic comes already
from being enabled to belong to quivering. Thisobging shelters what
Is properly wesende in the way to music. But howsdquivering hold
sway that it is able to enable and grant such lgghgy? If at all, then the
wesende of quivering in its own right must annouitgef as soon as we
pay attention insistently enough to what recounkiag yielded.

Quivering is attuning. In everything which affeats, which touches
us as a mood that has been brought to resonanceh \&tiunes us,
which waits for us as the unmusicked, but alscha musicking which
we ourselves perform, attuning holds sway which tebods reverberate
and fade. Quivering is in no way a supplementagyression of mood;
rather, all moods and their fading reside in andt ren attuning
quivering. Quivering liberates moods into their peo reverberation and
retracts other, fading moods into their dying reswe. Quivering
permeates and composes the free fugue in the mes@maporal clearing
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which all moods have to seek out and from whiclspént moods fade,
in which all resonance and fading away have tortearate.

Quivering is the composing gathering of the inticay many-fold
modes of attunement which conducts the fugue dadtalinement and in
each case enables each mood to remain with itself.

Whence does attuning come? This question askedomtuch and too
impetuously. It suffices to pay attention to whétssin attuning and
brings its stirring to differentiated fruition. Herwe do not need to
search tediously. The simple, sudden, unforgettadnld therefore
perpetually fresh gaze into what is familiar tosudfices. Although it is
familiar, we do not even try to get to know it, latone to gain
knowledge of it in an appropriate way. This unknofamiliar element
which stirs all attuning of quivering into reverbgon is, for each and
every mood, whether reverberating or fading, thdyeaorn of that
morning on which the change of day and night fresses itself as a
possibility: what is earliest and primordially amiet at one and the same
time. We can only name it, because it does notatdebeing discussed
at length, for it is the locality (birthplace) df places and spaces for the
play of time. We use an old word to name it and say

What stirs in quivering’s attuning is propriety.

Propriety brings each reverberating and fading moudd its own
from which its characteristic attunement resonates whiles according
to its nature. Let the propriety which brings byrstg quivering as
attunement into its attuning be callpbpriation (Ereignig. Propriation
grants the free openness of the reverberant, texhpl@aring into which
an attunement can reverberate and from which adaniood can fade
and in its withdrawal preserve its whiling. Whatopriation grants
through quivering is never the effect of a caus¥en the consequence
of a determining reason. Propriety which bringstamg into its own,
l.e. propriation, is more granting than any effestiess, making,

In a sense perhaps most akin to OED: ‘propriétyProper or particular
character; own nature, disposition, idiosyncrasgeace, individuality;
sometimes, proper state or condition. Nawe.
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producing or grounding. What is propriating is piapon itself, and
nothing else besides. Propriation, viewed hereuiveging’s attuning,
cannot be conceived as an event nor as a happeoirgs an act; in the
neighbourhood of music it can only be experiencedquivering’s
attuning as that which grants moods. There is ngtlalse to which
propriation leads further back or from which, innte of which, it could
be explained. Propriation is not a result givensbynething else, but is
itself the granting whose reaching giving first misa something
resembling a “let there be...” which even beynglitaeeds in order to
come into its own as presencing. Whereas beyngesepcing allows
each being its presence in and absence from tharge quivering is the
resonant accompaniment to beyng that grants thpaexhcoming and
going of moods which holistically colour the clegyi

Propriation gathers the fugue of quivering and ldgdat into the
fugue of many-fold attunement. Propriation is whe& most
Inconspicuous among the inconspicuous, the simplasing the simple;
it is what is nearest among the near, what is égstthmong the far, and
that within which we mortals dwell during our lifame.

We can only name the propriation that holds swayuivering by
saying: Propriation propriates. If we say this, smeak in our own,
already spoken language.

Propriation grants mortals their dwelling in theiesan so that they
can be the ones who speak and music. (Even the ofogjgeaking, the
way or how of speaking is in this sense musiclaW is understood as
the gathering of that which enables everythingraesence appropriately,
l.e. to come into its own in the proper way, thewppiation is the
plainest and gentlest of all laws. Propriationfie@urse not a law in the
sense of a norm which somehow hovers over us;rnbtsan ordinance
which orders and regulates a process.

Propriation is the law of all laws insofar as ittlggrs mortals into
propriation to their wesan and holds them there.

Because the attuning of quivering is part of preyri being able to
listen, to sense and feel also rests on quiveron,belonging to
quivering in propriation. In order to see this inetentirety of its
ramifications, it would be necessary to think thgbuthe wesan of
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mortals sufficiently in its interrelations, and oburse propriation as
such. Here, a hint will have to suffice.

In having its eye on human being, propriation appsetes mortals by
giving them over to that which grants itself to ranmkind in quivering
from everywhere toward what is encrypted. The eppation of
humankind as the ones who are attuteeduivering is characterized by
its releasing human being into its own, but onlytlsat humans, as the
ones who music, respond to quivering in their vamn way. This is the
making of music. The responding music of mortalalisady an answer:
a listening, attuned, accommodating musicking. €nheropriation of
mortals to quivering releases human being into eiseigence it is used
to put soundless quivering into resounding music.

Through enpropriating usage, propriation allowsvegting to reach
resonance in music. The way to music belongs todtngering that
resonates out of propriation as an accompanimeand|ipl to the way to
language that belongs to the saying defined ougropriation. What is
characteristic of music encrypts itself on this walyich belongs to the
wesende of music. The way is propriating: propotiappropriates
human being for its use through enpropriating fqjiovering.

To make a way, e.g. through a field covered witbwgnis called
“wégeri even today in Alemannic-Swabian dialect. Thisbyerhich is
used transitively, means: to form a path, to keepady for use through
forming it. Thought in this wayhe-wégen[Be-wégungnot Bewegung
movement) no longer means to move something alomgaya which
already exists, but to make the way. Making wBg-(véguny is the
originary movement that first makes the way andtisuhe way.

Propriation appropriates humankind into usage ftgelf. In
propriating attunement as its own property, prammais the making
way of quivering to music, just as, in parallel,propriating pointing as
its own property, propriation is the making waysafying to language.
The formula for the way to music thus becomes:

Making-way brings music (the fugue as the weserfdmusic) as
music (quivering) to music (resounding soniy).talking of a way to
music, it now no longer means merely and primattilg path of our
thinking which thinks about music. The way to mukas changed on
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the way. It has been displaced from our activitio ithe propriated

wesende of music. But the change in the way to cnusly seems to us,
from our own standpoint, to be a displacementdin&t now takes place.
In truth, the way to music has always had its $obality (birthplace)

within the wesende of music itself. This, howewdso means that the
way to music in the first sense does not becomerflupus, but only

becomes possible and necessary through the waemre making-

way that propriates and uses. For, because thendesd music rests in
propriation as attuning quivering, which hands usnans over to the
serenity of free, attuned listening, only the mgkiuay of quivering to

music opens up to us the paths on which we thimkiathe proper way
to music.

The formula of the waybring music as music to musimontains not
only an instruction for us as the ones who arekthon about music; it
also says the form of the fugue as the formal &iracwithin which the
wesende of music, resting in propriation, makes .wékis formal
structure announced by the formula seems to expaesstwork of
relations in which music is entangled. It seemsifaany attempt to
imagine and represent music requires dialecticatra@nces to master
this entanglement. Such a procedure instigatedhéydrmula neglects,
however, the possibility of letting oneself refiagly into the movement
of making way to view the simplicity of the wesenafemusic, instead
of wanting to represent it imaginingly to the mis@ye.

What seems like a tangled network disentanglef,itsden viewed
from making-way, into the liberation brought abaytthe making-way
eventuating propriatingly in quivering. Making-wagleases quivering
into musicking. It clears the way on which musigkias sensitive
listening captures what is to be musicked from guhg and elevates
what it captures to music. The making-way of quivgrto music is the
releasing bond that binds by ap-propriating tdfitse

Released into its own free element in this way, imgan concern
itself solely with itself. This sounds like talk aih egoistic solipsism.
But music does not insist on itself in the sense oherely egocentric
self-mirroring which forgets everything else. As siay the wesende of
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music is propriating attuning which deflects fromself precisely in
order to liberate what is attuned into the propgradtits own mood.

Music which musics in quivering is concerned that musicking, in
listening to what is unmusicked, responds to masggiivering. Thus,
silence too, which is often slipped under musia®®rigin is already a
responding. Silence responds to the soundlessngeatflithe stillness of
propriating-attuning quivering. Quivering that iestithin propriation
IS, in attuning, an ownmost mode of propriating (aslody) that is
parallel to the way language comes to speech. Rtapr is attuning.
Music thus musics according to the mode and melodywhich
propriation reverberates or withdraws.

1.4.1 Propriation and the gainful game

A thinking pondering orpropriation can still only surmise this, but
nevertheless already go through the experience iof the essenceof
modern economy that has been named with the salhge name of the
gainful gameor thegathering of the gainabl® Insofar as the gainful
game entices humankind to reach out to gain alt #sems or is
valuable, the gainful game prevails in the moderobriation in such a
way that it obscures propriation at the same tibezause all gainfully
reaching-out-for is borne by a grasping mood redpwn to the
quivering of the gainful game. Propriation is thingerted in the gainful
game as if it were the human players who were tthbegainers of all
beings have to offer. Human musicking is enticedetgpond upbeat to
the gainability of all that is in every direction.

Musicking enticed in this way becomes commercianal music
catering to popular taste which at the same tinshdpes. Commercial
music itself is out for gain by being sold. It islp bought in being
valued as in tune with the mood of modern livesmasse. In the age of
‘here comes everybody’ (Joyce), to be gainful, caroial music needs
the mass market on which it is valued as beingifre twith the mood of
the times, and conversely, commercial music attunasses of people

6 Cf. Eldred 2008/2010 Chapter 9 vi) and Eldred 20000, where the essence
of capital is called the Gewinnst (awkwardly rereem English as ‘the
win’). The gainful game is the Gewinn-Spiel.
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by bringing certain timely moods to resound pleably. Commercial
music has to continually surmise which tune wiluae and resonate
with the music market’s likes or a segment or nitiiereof; it deals in
moods by catering to them and/or awakening thensiéfans can only
live and support themselvas musicians in the gainful game by having
their music valued on the large or small marketrespnting the
audience to which they appeal in the double sefitbeoword. Their
musicking is always at the pivotal point between, the one hand,
catering, or even pandering, to the mood of thesinespecially on mass
markets, and, on the other, awakening a mood hygh@ceptive to the
quivering of propriation making way to music, thgbu which
humankind can be captivated by an attunement emgn&iom the
quivering.

Music is appreciated and valued, including monitably catering to
and moulding people’s tastes that, in turn, resoneaknowingly with
the mood of an age. Music does this at first arrdttie most part by
repeating the well-worn, habituated melodies thedpbe have come to
accept and love as music evoking a familiar mootiroe, but also by
creatively catching the mood of a time and puttihndo work in a
musical work, which may be simply a pop song. Peopie subject
created by the mass market, only gradually leardistinguish music
from noise, and appreciate a musis music, through a process of
habituation enabling them to appropriate the sashusical (which is
a hermeneutic phenomenon) and appreciate the msisgsonating with
the life of the times. The musical experience tfamiliarized becomes
the repetitition of something familiar, assuringtéiners of their world,
its mood, and keeping this world open. For thisssesance of world,
and also for the uplifting of their mood, listen&rdl pay, and from this
willingness, venal music, whether high or low bralerives its market
value. There is, however, another music that eegldhe outer reaches
of the hitherto unheard in the attempt to tune ihnd allow it to come
to resounding resonance in a musical work. Suchigausomposing
ignores the gainful game, taking place on its nmergand devotes itself
to resonant possibilities beyond what is alreagyeafing.
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Propriation is attuning. This sounds like a statetmé we only hear a
statement, then it is not what has to be thoughiv&ing is the mode in
which propriation musics; it is mode thus not sccmas a type or kind
but mode as mood an@éiog, the melody that attunes, since
propriation’s quivering brings moods to reverbeiatéheir own right; it
allows them to resonate in their own wesan (beyag))the temporal
colouring of the clearing.

Language has been called “the house of being”. Lagg's sister,
music, is the ineffable reverberation of quiverimgyand around that
house. It is the care for quivering insofar asrégerberating remains
entrusted to the appropriate, propriating attundrneiguivering. Music
is the care for quivering because, as the resptmsguivering, it is
propriation’s mode as melody that may bring antagesonance.

In order to think about the essencing (wesendehudic and to say
what properly belongs to music, a change in musioecessary which
we can effect neither by force nor through invemtibhe change cannot
result from acquiring a new kind of music. The ajpartouches on our
relationship to music, our rapport with music. Thislationship is
determined by the destiny of whether and how wekap in rapport by
the wesende of music as the originary quiveringpmpriation, since
propriation, in propriating, holding and holdingetf-back is the
guintessence of all binding holds. For this reasmr, musicking as a
response always remains held in the binding hold cipport. Rapport
Is thought here throughout against the foil of prajon and no longer
merely in the form of a relation between terms. @uyoport with music,
our binding bond with music is determined by theuraéd mood and
mode in which we belong to propriation’s quiveriag those who, in
belonging and therefore listening sensitively, @sed by propriation for
its resonating.



30 Part |

1.5 A remainder that cannot be gathered

The way to music has come to an end, or rather aotoeits end in
culminating in the formula:Making-way brings music (the fugal
structure as the wesende of music) as music (theempg of
propriation) to music (resounding songh this formula, the final
occurrence of music is musicking as the human iagtief making
certain ‘musical’ sounds. But is making sound timyovay in which
humans respond to and resonate with quivering?ukdisten to what
language says about music. The OED includes unuerentry for
‘music’ a colloquial expression: “to make music’“t@ make (beautiful)
music (together)” as meaning “to have sexual iterse”, to make love.
This linguistic usage can be taken as a hint thatunderstanding of
music should not be restricted exclusively to atiffam involving
playing on instruments and singing with voices, §lubuld be extended
to cover the moodful mode of bodying. “Bodying” Bas the present
participle of a verb, “to body” meaning, “to exisbdily”. Dasein
(human being) as finite existence in the world wags a bodily
existing; its existing is always a bodying whiceif is a physical being-
moved and moving oneself. Speaking, singing, giftualking, sleeping
are ways of bodying, of moving oneself physicalind each way is a
mode which is attuned — in some way or other, eleethe point of
being completely out of tune — to quivering, i.e.the vibration of a
situation as a whole in Dasein’s timespace, throwbich it moves in
existing. Insofar as bodying is attuned to quivgrine. has a sense for
and is sensitive to the mood emanating from quigrit is beautiful.
Such beauty is the way music (the quivering) makag to music. Since
attunement is the mooded how of being-in-the-warldeing moved by
quivering, all existence is tuneful in the broadse of a temporary and
temporal vibe of moving being-in-the-world. Suchtuaement of
existence is only possible because Dasein irre\pcaklongs to
propriation; indeed, propriation eventuatas Dasein in Dasein’s
attuned-moved belonging to it. Dasein’s tunefulpdasman being’s
essential musicality, is nothing other than its swattunement with the
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quivering of propriation that enables also its ieness for the
musicking of musicians.

If music as human musicking is a way of bodying, pifysical
moving, that ineluctably is attuned to some moodibrer granted by
quivering, then even the art-form music cannot defioed to singing
and playing instruments, but must include at lesice as well. The
way the body moves in dance, an artful way of Ddsebodying, is
music too. The closeness of music and dance israppaot only
phenomenally, but also is indicated by language;wlord we employ
for an ensemble of musicians, “orchestra”, comesnfrthe Greek
“opynotpa” which means originally that part of the theatestvireen the
stage and the audience where the choir sang andedarfrom
opyhoacBar ‘to dance’ which, as Aristotle says, is a speeiay to
move oneselfNlet 1034al5), a way denied to beings not in the way o
human being: “Namely, many beings can move thrangimselves, but
not in a special way such as dancingbXAc yop dvvota Uev L
aLTOV Kwelchar &AL oby @31, otov opyhoacbart. ibid.). Music and
dancing as art-forms of human being colour the opemspace of
existence with a certain mood and are themselvesrements
responding to quivering’s moods. Quivering motigateuman being
with e-motions that come out as the movement ofienussteners to
music, in turn, move inwardly and outwardly to wibes. The human
psyche quivers in tune with the music; the humadybdances. We
enjoy music by virtue of its en-joying, up-liftings with the vibrant
vibrations of life’s movements.

The truth of music lies not in its bringing a truitito the open where it
stands in outline and can be understood and saidn lits being attuned
with a mood granted by quivering which it brings resonance in a
special mode of bodying, which may even be simpé/\tibrant resting
of attentive listening. Both those making music ahdse listening
belong originarily to the quivering, and only bytuie of this propriation
can they music and listen and thbs musical. All musicking is
originarily a moved listening to the quivering. Aluman being is an
attuned moving to the quivering, through to the ateg mode of an
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unmusical insensitivity that cannot be moved andthas entirely
unmelodious, stiff, rigid.

Speaking too is a mode of bodying. If language @eting comes to
spoken speech in which beings are presenced aencdis the way of
language, its lilt, its mode is also attuned tovgung in some way or
other. In its bodily moving modality, the way ofegking is willy-nilly
attuned with a mood. A way of speaking always aquames what is
spoken, which makes all speaking musical in theaddest sense of a
mode of bodying attuned to quivering in one waytloe other. In
particular, the art-form, poetry, its reciting, ligical. There is always
music in poetry, and poetry is song. Reading andingrtoo are not
without their musicWhatis said in writing is always accompanied by
the music othow it is said. The unsaid underpins and embraces ®hat
said; there is always an excess vibration beyored ghid, since all
speaking is a response to the “pealing of stillhegsich cannot be
entirely defined and confined in articulated langgialhis pealing peals
in the silence between the words. Thus Beckettwate in his first,
albeit posthumously published novel:

The blown roses of a phrase shall catapult theereado the tulips of the
phrase that follows. The experience of my readal &ie between the phrases,
in the silence, communicated by the intervals, thetterms, of the statement,
between the flowers that cannot coexist, the aetiithl (nothing so simple as
antithetical) seasons of words, his experiencd $leathe menace, the miracle,
the memory, of an unspeakable trajectory. (Bed@98 p.138)
Beckett wants his readers to experience, in a mewemf reading, the
silence “between the phrases”, the unsaid, asifatbrds in themselves
were merely the handmaidens of the silence thatlhe assisted to come
to resonance. It is as if Beckett knew that, fortta¢ power of language
to bring beings into definition before us, it idless in the face of the
quivering openness whence beings arrive and threughh language
itself is moved in coming to language. There isrgying for this silence
at work in Beckett:
So shall their voices pass away, begin and ends\thables sound, sound and
pass away, the second after the first, the thirer @afie second, and so forth and

so on in order, until the last after the rest, amence, with a bit of luck, after
the last... (ibid. p.105)
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Human musicking in the broadest sense of a moddaalying,
mellifluous or not, is not a point of origin whensemething else is
brought forth to stand in the clearing, but rathdgre bringing-to-
resonance of music is already its fading, its c@rim presence already
also its absencing, for, as pure, resonant moventaiakes no defined
and persisting stand in time, but is a movememnttgdaby the giving of
time itself. Music and dance are performing art€aose they are
nothing but the performing, i.e. a mode of physioabving bodying that
modulates Dasein’s timespace in colouring it withh@od. Timespace’s
plasticity consists in its openness to being caduby reverberant
mood, or conversely, mood is the mode of time’s em@nt, i.e. the way
time reverberates through its own space and isvetéy those who are
open to, i.e. ineluctably attuned to, the quiveriiignes and gestures
have no extension in space, like the paint on aasmdoes; rather, their
extension is purely temporali.e. movement itself. Just as the paint in a
painting colours the subjectile, the sound of musiceven the visual
reverberation of a gesture as a mode of movemehbuis temporal
space temporarily (“I'm sorry for smudging the aith my song,” sings
Leonard Cohen) by extending as movement in time ewenhtually
fading.

We are musical beings insofar as the world open®ws by way of
resonating with a unified but manifold quiverin{j. s Heidegger says,
the “pealing of stillness” is the essencing of laage which comes to
spoken language, then, as the quivering, it is thise@ssencing of music
which, as accompaniment, takes a parallel wayriguage in coming to

“Wenden wir dann zur Gegenprobe unsere Aufmerksarakéden Ton, so
zeigt sich, dal3 er auf zwei Weisen im Raum istersieits geht er von einem
Ort aus, andererseits durchschwingt und durchmi@te Raum. Aber der
Ton als solcher ist nicht im Raum ausgebreitet jdigeFarbe als Farbe],
sondern nur in der Zeit.” (M. Heideggérer Seminarélostermann,
Frankfurt/M. 1977 p.44) “As a contrasting test,ustturn our attention to
tones. It is apparent that a tone is in space awiays: on the one hand, it
emanates from a place, on the other, it resonatesagh and passes through
space. However, the tone as such is not extendguhice [like colour as
colour], but only in time.”
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the movement of audible music and visible dances Tgarallelism
means that there is always an excess resonanceabhg which does
not come to spoken language that is somehow umaelsbut which
comes to reverberate ungraspably and moodfullyasim The truth of
beyng is a vibrant clearing not only for beingsstmw themselves as
beings but also for the vibrations of a situatian;state of affairs’,
perhaps even of an age, to reverberate in a defimoved attunement,
no matter how in-definable and indeterminate it rhay Because of the
twofold in the open clearing underlying the pai@la of language and
music, there is always a remainder that does noeco language, and
thus is not grasped by understanding. This remaititet cannot be
gathered resonates nevertheless, and music isedttuith these
resonances. Our sensitivity to the quivering makesnoved-moving
musical beings physically bodying in timespace.

A determination of human being as musical hereosintended to
replace the traditional metaphysical definition mfman being aso
Cwov Abyov Eyxov. Rather, it points in the direction of the twofold
dimensions within the openness of being. In ‘havihg logos’, we
humans are able to speak and disclose beingsimbidieg. The moods
which affect and move human being e-motionally moé a mode of
disclosure which can come simply to speech; theywaabe decrypted
in the defining work of language. This inability afood to come to
language, its non-amenability to being said, shaut, however, be
regarded as a defect or drawback compared with diselosing,
decrypting power of language. Rather, the openm@ahieved by mood
takes place in that other dimension within the tafof the clearing,
and this dimension is the open, resonating accommgant to all
understanding and saying through which human hsingoved and also
moves itself in response. The clearing is two-disn@mal or cloven,
enabling the wesende (essencing) of both languadenaisic to pass
through to human being, each in its own way. Wigjuad justification
one could say that understanding itself cannotuat €ome to music
(song, dance, gestures) but must rely on the acaoynpg attunement
resonating with quivering to be moved and so taiatpresence in this
musical dimension as the passing movement of mugjgk time. When
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saying (the wesende of language), accompanied byerpg (the
wesende of music), comes to language, it is lyrmatry and song.
Hence it can be said that, despite the thoughtfay ¥0 music being
parallel to the way to language, and thus, in tagcesense, derivative of
Heidegger’s line of thinking on the way to languate parallel way of
thinking on music nevertheless justifies itself slyowing the twofold
dimensionality of propriation itself. It is there® by no means
superfluous, but complements Heidegger’'s maturkiihg on language.
The plagiarism is thus redeemed.

The musical dimension of human being as its mowddnsoving in
time (including the vibrant rest of attentive Ilisileg) was not
overlooked entirely in the beginnings of metaphysieven as it was
providing the fundamental essential definition ofrfan being with its
far-reaching consequences throughout occidenttrigisTheA6éyog was
given hegemony over the human souhbyf). This does not prevent
Plato, however, from seeing the phenomena and netag that the
ability to dance is a god-given gift which is paftthe human essence
and a precondition for any form of educatfoffhis god-given gift too,
and not just th&oyog, the ability to speak, sets us apart from the atgm
as the quote above from Aristotle has already atdd. Our sense of
order in movements allows us to partake of manydsapocluding joy
in particular, through song and dance:

dnoiv [0 AOYog] 8¢ TO vEov Amoww ¢ EMOC EUMELY TOLE TE CMOUAOL KOl
To1g dwvalg hovylav dyew ob dvvachal, kivelcOal O del {ntely kol
dOEYYESOOL, TO HEV AAAOUEVO. KOl OKIPTOVTN, OLOV OpYOoULUEVD, WEeD’
ndovng kol mpoomailovta, ta 8¢ (pOeyydUeva Tacag dwvdc. Ta pev obv
Ao oo obk Exew ollcOnow tOv EV 1olg Kwwhoeow tdéewy obLde
dta&lov, olg 01 puiuodg drvopo Kol dpuovior MUy 8¢ obg €imouey To0g
BeoVg CLUYXOPELTAG 0edOCHAL, TOVTOVE E1Vail Kol ToLg OedWKOTAUG TNV
EvpuBuoY Te Kol Evapuovior aiicOnoy pued' ndovng, Hidn [N 01 Kvely 1e
NUOG KoL YOPMYELY MU®Y TO0TOVG, MAALE Te Kol bpxNoecy AAAHAOLG

ObkovY b pev dmaidevtog &y opevtog MUY EcTal, TOV ¢
TEMALOEVIEVOV TKOVAG KeXopevtOHTa Betéov; (Thus, won't anybody who
is uneducated be regarded as someone who canrod, delmereas someone
who has been educated must be regarded as sombor@mmwdance
sufficiently well? PlatorLeg Il 654a )
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GUVELPOVTALC, X OPOVE TE MVOUAKEVOLL TTOPO TO TNG XopAg Eldutor dvoua.
Leg.ll 644d - 654a

This wordsays that all young beings, as they sag, umable to keep still
(behave quietly) with their bodies and voices, &lwiays seek to move and cry
out, on the one hand, by hopping and jumping akef were dancing and
playing with pleasure, and on the other, by calliyg all kinds of sounds. The
other animals do not have a sense for the ordéisorder in movements, for
that which is called rhythm and harmony. To us, &eev, the gods who, as we
said, have been given to us to dance with, hawegl®en the sense of pleasure
in rhythm and harmony through which they put us imtotion and cause us to
dance, by lining us up together in songs and raantes, and they called these
‘choirs’ according to their natural name whichetated to chara (= joy).

Not only can we talk and think, but we can alsocdaand sing, and this
observation would seem to indicate that human bemgs finitely
temporal, moving bodiliness implies a broadeningsobpe regarding
what constitutes human being in an alternativekihon



Il. Thinking on Western music
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II.1 Subjectivist aesthetics (Adorno)

An obvious issue arises from the preceding pathhofking and its
unusual, if not downright strange, determinationtlo¢ essencing of
music as the making-way of the quivering of projom to the resonant
musicking of human beings, namely: What does iteh&y do with
aesthetic theories of music that have held swayvior hundred years
and continue to do so today? Aesthetics today msndne term
employed ubiquitously and thoughtlessly for allcigrse on art. The
word ‘aesthetics’ was not even employed in the gulewy part. Rather,
there was much said of moods and attunement asyanmahich the
world opens up for human being.

In a recent book on music aesthetics (Cross &08/4), there is not a
single mention of ‘attunement’, and the word ‘mod&l'employed once
in two hundred pages. This can be taken as an atdrc that the
preceding path of thinking is way off the trajegtaf recent aesthetic
discussions of music. The thought that music islamduage of the
emotions” or that the composer “expresses emotiand’communicates
them to listeners, by contrast, is well representethe book. This is
presumably because aesthetics is used to dealitly subjects who
express and communicate emotions through art werkgven, and
especially, when repudiating “putrid emotionaliffduard Hanslick, as
cited by Wellmer p. 72), an exclamation which gelf presumably an
antithetical reaction to the Romantic yearning thiohk with the heart”
(Hofmannsthal). The authors are at ease with, angpley the
vocabulary of the metaphysics of subjectivity/objaty, thus remaining
at home in the established paradigm of modernitye hotion that a
quivering from ‘out there’ could make its way torhan musicking is
antithetical to any aesthetic theory for which theman subject remains
unquestioned and unquestionable as the underlyistance for art
works.

1I.1.1 Meaningful musical language?

Albrecht Wellmer opens his article entitled ‘On igalage and Music’
with the question, “Is music speech-like (sprachigh)?” (p. 71) with
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the intention of answering it in the affirmativé.turns out, of course,
that this question is not asking for a way to mukat parallels the way
to language and that for the simple reason thdt lasiguage and music
from the outset are conceived unguestionably asahumnoducts. What
worries Wellmer is whether music has a relatiorthte outside world
consisting of “conceptual and emotional threads” 7@y citing
Nietzsche), or whether it could free itself “frorhet yoke of extra-
musical purposes and intentions” and instead conicself only with its
internal rules and questions, as purportedly iscHse with “serial music
at the latest” (ibid.). Wellmer wishes to refuteclsuan ‘internally
generated’, ‘formalist’ or ‘absolute’ conception mwiusic. No matter on
which side of Wellmer’s worry one finds oneself, sifwuis regarded as
an art work produced by composer-producers.

Wellmer is concerned with the question, “does putiabtrumental
music have a world-relation, a connection to th#aemusical domain”
(p. 78), whereby he assumes that “the world-ratatd the arts refers
back to language and the dimensions of lingualip/"82). Language is
therefore for Wellmer the connection to the woddd therefore there is
no problem regarding whether literature or film @av world-relation.
The thesis that music possesses a linguality thsists the world does
not take a parallel way to human being, but thasimis a human
product that must maintain a connection, and passigh language to
make sense, even when music, like other art foreamains a “riddle”,
as Wellmer claims, citing Adorno: “All works of aft.] are riddles”
(p. 110). And, he asserts, it has an “aura” thiat,Meaningful music”,
“exceeds’ the purely material sound-structure”1f9). How could this
excess be produced by an artist subject? Why shitigdexcess be
meaningful and linguistic in nature? If an art werlaura is not
something ‘objective’, how is it to be located ia excessiveness within
today’s hegemonic paradigm of subjectivist metaisys

This brings in Adorno as a major point of refererfoe music
aesthetics during the past half-century. The thesisally cited by
Wellmer, “Music is like language” (Musik ist spraiimlich), comes
from Adorno (1978), who opens his ‘Fragment on Mwsid Language’
with this gambit which is in itself an admission faflure. As evidence
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for the similarity, Adorno cites that the “traditial musical theory of
forms knows of movement/sentence, semi-movemeni/sentence,
period, punctuation; question, answer, parenthesaxiliary
movements/clauses are to be found everywhere, anal ithis, the
gesture of music is borrowed from the voice, whipeaks.? An
interpretation of language in these terms is alrgadtaphysical, going
all the way back to Plato and Aristotle and the xaledrine
grammarians, so Adorno is here naively positingeaphysical thesis
about both music and language that diverges wHaodlsn the way to
language and the parallel way to music by ignoeand overlooking that
speaking with the voice (Stimme) is always alsarat (gestimmt), so
that any logic of saying is alwagecompaniedy an ‘illogical’ attuning
of mood.

The positing of music’s similarity to language trassic toA6yog and
everything that flows from it in the history of Wem thinking by way
of rationality and ratio. Hence, for Adorno, musitpo, has
unquestionably an “immanent logi®” that must be respected and
obeyed if it is not to become a “mere gameTied to logic in this way,
music is destined to participate in the accesshéoworld through the
AOyog even though the attempt to spell out the musicabhning,
according to Adorno, must finally fail. The way ngself is conceived
thus remains within the penumbra of logic, despiteebellion in the
same breath against it. Hence music does not cotoets own element
in Adorno’s thinking.

The epitome of the language-likeness of music @ided by tonal
music, whose “vocabulary”, “chords” and “habituatednnections™
sediment as “second nature” whose “coagulated fla®iuhreaten to

“traditionelle musikalische Formenlehre weil3 vonzSalalbsatz, Periode,
Interpunktion; Frage, Antwort, Parenthese; Nebemesfihden sich tberall,
Stimmen heben und senken sich, und in all demeisGa:stus von Musik der
Stimme entlehnt, die redet.” Adorno 1978 S. 251.

% “immanente Logik” ibid. S. 255.

1 “pbloRes Spiel” ibid.

12 “yokabeln”, “Akkorde”, “eingeschliffene Verbindung? ibid.
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become “mechanical”, against which the “new muSictebelled,
without, however losing its similarity to languagedorno thus sticks to
his thesis also for the new music: there is a logiboth tonality and the
new, atonal music, without which neither che music, but rather
become arbitrary. At the same time, Adorno insigtss musical logic
must not degenerate into mere lifeless form.

The excess of musical language, according to Adaransists not in
its down-to-earth, but ungraspable moodednessinbii$ transcendent
“theological aspect”, for music’s “idea” is “the &alt of the divine
name®* that humans vainly attempt to spell out in mug#uman
musical intentions to “say the Absolute” mediatethys fail, Adorno
asserts, just as the attempts of “language thahsneasay something”,
to say the Absolute, immediately fail. “Music hilis [the Absolute]
directly, but at the same moment it darkens its€lf’Adorno’s
conception of the essence of music is hence nat sulbjectivist, but
also transcendently theological in a Jewish wayedxéeless, it is only
this excess of the vain attempt to say musicaley ibme of God that
makes music more than a mere succession of formeuls.

Adorno therefore rejects both expressive and formeasthetics,
because the former exhausts itself in the expnessio “individual
intentions” of the subject, thus missing the “irttenless substance of
the whole” (intentionslosen Gehalt des Ganzen,5S),2whereas “the
concept ‘form’ explains nothing of what is hidddoyt merely shoves
the question back to what is represented in theureling, moved
interconnection, which is more than only form” (dgegriff ‘Form’
erklart nichts vom Verborgenen, sondern schiebf ldee Frage nach
dem zurlck, was sich im tonend bewegten Zusammentiarstellt, was
mehr ist als nur Form, ibid.). Formal aestheticdp®o claims, turns

13 “zweite Natur”, “coagulated formulae”, “mechanicaliheue Musik” ibid.

S. 252.

“theologischer Aspekt”, “Idee”,“die Gestalt des tjohen Namens” ibid.
“das Absolute [...] sagen”, “meinende Sprache”, Qikurifft es unmittelbar,
aber im gleichen Augenblick verdunkelt es sichidils. 254.

14
15
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music into a “mere gam&” in all its arbitrariness and contingency, thus
failing to “point beyond itself. The quintessendesach transcendence
of the musical detail is the ‘content’: what happ@&mmusic”. Instead of
staying close to the mood that comes to resonateusic and as music,
exceeding, or rather, parallel to all understandikdorno is off after a
transcendent, divine content, a “most insistent i$t so’; [...]
confirmation of something that is neverthelesssaid expressly”.

The movement of music, for Adorno, is one from thside to the
outside, from the inwardness of subjectivity to thenscendent divine
that eludes expression. Against the formal conoaptbf music, he
points out that there is no music “in which expresslements did not
occur™. Let us take a telling illustration for what hasen said.
Adorno’s disciple, Wellmer, relates in the aboveediessay an anecdote
from his piano-playing days when he was struggtmgnaster by sheer
technique a piece by Beethoven. His piano teachetaiened in
exasperation, “Now listen, this is the French Ratioh!” (Wellmer op.
cit. p. 107). This plea is understood in subjestivhetaphysics as a cry
to express emotion over against the demands of foaral technique,
as an appeal to the heart to compensate for undgekchnical, formal
reason, and express a meaning.

Viewing the phenomena themselves, however, it yea&sih be seen
that this is a misinterpretation. Why? BecauseRtench Revolution is
not an emotion coming from inside a subject thaamdurs for
expression, but a momentous history-making, qumgehappening out
there in the world that emanates its own mood whmines to resonate
grandly in music with Beethoven. Hence the teadags, “Listen!” —

“intentionslosen Gehalt des Ganzen”, “der Begibrm’ erklart nichts vom
Verborgenen, sondern schiebt blol3 die Frage nathzdelick, was sich im
tonend bewegten Zusammenhang darstellt, was neddsisur Form”,
“blof3es Spiel”, ibid. S. 255.

“weist [...] Uber sich hinaus. Der Inbegriff solchganszendenz des
musikalisch Einzelnen ist der ‘Inhalt’: was in Mkigieschieht” ibid. S. 256,
“eine der eindringlichsten ‘Das ist so’; [...] Bésgung eines dennoch nicht
ausdrucklich Gesagten” ibid. S. 253.

“in der nicht expressive Elemente vorkdmen” ibid255.

17
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to a vibe coming from out there. The mood of freads not theological

and transcendent, and its coming-to-music is net\lin attempt to

speak the divine name. Rather, the historic moddegdom in an age is
itself, coming to music excessively, that is, in an aphesic excess that
exceeds, on its parallel way, both understandiglanguage. One may
call freedom divine, but only at the risk of misenstanding.

11.1.2 Musical technique

Adorno’s view of music remains subjectivist alsoemhhe comes to
consider the role of technique and technology m hew Music. He
begins his essay, ‘Music and Technique/Technolbgywith a
subijectivist recapitulation of the Greek understagaf texvn: “If this
[art] is the outward representation of somethingard, a contextualized
sense of the phenomenon, the concept of technepheblogy
comprises everything related to the realization tbat inward
something.” In the case of music, this realizabbrsomething inward is
that “of the spiritual-intellectual substance-catten the notated music
as well as the [realization] through sensuouslydpoed sounds: thus
production and reproduction. The totality of all srmal means is
musical technique: the organization of the thisglitand its translation
into phenomenal manifestatioff’. Adorno’s interpretation oféyvn is
expressly and emphatically subjectivist, becauseinsests that the
ultimate “subject”, the “human being” is the producof that
“contextualized sense/meaning” (Sinnzusammenhang)e “thing

9 Theodor W. Adorno ‘Musik und Technik’ 1978. Thepglery, amphibious
ambiguity of the German word ‘Technik’ as employedhe essay demands a
twofold translation as either/both ‘technique’ arethnology’. Cf. Eldred
2006/2010.

“Ist diese [Kunst] die auswendige Darstellung eimegendigen, ein Sinn-
zusammenhang der Erscheinung, so fallt unter dgnifBder Technik alles,
was sich auf die Realisierung jenes Inwendigendbe¢Zi“des geistigen
Gehalts in den Noten wie die [Realisierung] duricimlsch hervorgebrachte
Klange: Produktion also und Reproduktion. Die Titdakller musikalischen
Mittel ist musikalische Technik: die Organisatiogr $ache selbst und deren
Ubersetzung in Erscheinendes” ibid. S. 229.

20
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itself” that is “translated into phenomenal mariéi®n” is asserted to
be that “inward something”, a “meaning”.

Musical technique, Adorno says, comprises all thosans at the
composer’s disposal, especially the “moment ofighilto bring out
that “connected sensé&”,'Sinnzusammenhang’ being a difficult word to
render adequately in English that is crucial to tvhkdorno is trying to
say. A sense or meaning is something comprehensibfierstandable,
and this comprehensible connection is said to donstthe core of a
musical art work. This meaningful core is “geistigie. ambivalently
intellectual and spiritual, since the German wo@kist’ encompasses
both ‘spirit’ and ‘mind’. The substantial core ofeaning, of course, for
Adorno, is dialectically “identical and non-iderdlt (ibid.) with
technique. Technique and the inward sense-conmeat® said to affect
each other, but technique remains subordinateldetdask of getting the
inward meaning out.

Adorno complains that, with the progressive “tecimdtion of the art
work”, “attempts vis-a-vis [musical technique] teserve a special area
of responsibility exempted from technicization fosomething
represented, spirited mind, sense/meaning areyhimpotence”. From
Berlioz, with whom “compositional technique” camsetd its own,
through to serial music, Adorno ascertains a pregive loss of musical
sense-content in favour of technique which readseacme with serial
music’s total technical control over the matenahereby “necessity —
bearing itself as abstractly mathematical and ifagstitself without
subjective mediation on the musical phenomenon fthenoutside —
has an affinity to absolute contingency”. Hence d»presses his
scepticism against “the most recent ‘aleatoric’&ipents™? The total

2L “Moment des Kénnens”, “Sinnzusammenhang” ibid.

“Technifizierung des Kunstwerks” ibid. S. 231, “\deche, demgegeniber
[gegeniuber der musikalischen Technik] Dargestel&sst, Sinn einem von
der Technifizierung ausgenommenen Sonderressatibehalten, sind mit
Ohnmacht geschlagen” S. 233, “Kompositionstechk232, “Die dem
musikalischen Phdnomen von auf3en, ohne subjekemmittlung
oktroyierte, abstrakt mathematisch sich gebard&weendigkeit hat

22
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control of serial music thus flips into total arhiiness for Adorno as
meaningful, subjective, spirited intellectual corttedwindles and
disappears.

According to Adorno, serial music was guided by thaea of
complete predeterminacy” which he says is an ‘illnecause neither
absolute non-ambiguity can be constructed, norscah a construction
coincide with manifest music”. The crucial pointpwever, is that
“predeterminacy would have to be brought into foeati and this
freedom is the subjective, contextualized meanifay) idea of the
whole”. Total predeterminacy would “burst music oot its own
element, time” reducing it to “mere existence” ihigh “its becoming
degenerated into illusion” where the “generationthed new” could no
longer happen. A recourse to the concept of indetercy adopted from
modern physics as a “concession” to limits of deteacy, Adorno
asserts, is not enough because indeterminacy “n#raeslement where
contructive determinacy itself first finds its striage”

Against this assertion, however, it has to be askeether music has
its subjective, inner, contextualized meaning tbatves as it free-
spirited intellectual substance and substrate, betker the content
emerges from the composer's receptivity for what mes
atmospherically from the outside to his or herisgdrintellectual ears.
This would mean that the composer is no longetinderlying subject
whose creative task it is to represent somethimgaid on the outside,
but the attuned recipient of an uncomprehended dfabguivering out
there that can come to resonate in music by pasBingugh the

Affinitat zum absoluten Zufall” ibid. S. 237, “djéngsten ‘aleatorischen’
Experimente” ibid.

“Idee der vollkommenen Pradeterminiertheit” ibid.286, “Illusion ist, —
weil weder in absoluter Eindeutigkeit sich konstran lafldt, noch gar eine
solche Konstruktion je zusammenfiele mit der ersedreden Musik” ibid.,
“Pradeterminiertheit wére in die Freiheit einzulgen” ibid. S. 247, “eine
Idee des Ganzen” ibid., “sprengte Musik aus ihregareen Element, der Zeit,
heraus”, “bloRes Dasein”, “ihr Werden in der Zatké&me zur lllusion”,
“Erzeugung des Neuen”, “Konzession”, “benennt, wadae konstruktive
Bestimmbarkeit selber erst ihr Substrat findetdibi

23
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composer who sets the artistic-musical limits tadbw the mood to
resonate in music. Such a music is indeterminatefan as it cannot be
defined within the limits of th&6yog, and it unfolds as a movement in
time, but it is not arbitrary, relying as it doestlp on the composer’s
genial receptiveness and technical ingenuity, a emtraf freedom, with
which he or she is able to capture the mood ofme,tiand also on the
sensitivity with which the musicians tune in to tt@mposer’s prescript.
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II.2 Phenomenology of Western harmonic-tonal music
(Georgiades)

Thrasybulos Georgiades’ bodkennen und Erklingen: Die Zeit als
Logos(1985) cannot be regarded as a monograph on mesibetics,
firstly for the simple reason that his considenasi@n music go back to
the Greeks, the founders of the Western theoryasibny that has
formed the basis for Western music. The phenomeoiommusical
harmony, in turn, is tied to arithmetic relatioas, investigated from the
Pythagoreans onward. Number, however, is not aghenon of the
senses, aoicOntoév, but of the intellect, obovg. Moreover, music is a
temporal rather than a spatial phenomenon, resmpain time.
Georgiades therefore focuses on the Aristoteleaengnenology of
time itself in connection with counting and numbe&hich is hardly an
aesthetic approach that proceeds from what theesubgnses through
its sensibilities. The subtitle of Georgiades’ bp6kime as Logos”,
indicates further that the phenomenon of music asd approached
primarily through the triad time - logos - number.

Another author writing around the same time as Giades is Georg
Picht, who postulates in his 1969 article the @drttresis that music is
the “representation of time” (Darstellung der Zéticht 1969 p. 409).
The defence of this thesis, however, is weak, siioht treats only
superficially the philosophical analyses of timeRtato, Aristotle and
Kant, and fails even to draw out the antinomy betwtme conceived as
continuous and time conceived as countably discietaving to one
side the objection that, in postulating the esseatemusic as a
representation, Picht’'s thesis already leads odf tilack for thinking
through musi@as music, even with regard to time he writes as doitild
be regarded unproblematically as a continuum. Gadeg is therefore a
much more promising source for a disputation okerdssence of music
as a representation of time. Chapter | of his bawk,Time, proceeds
from an engagement with Aristotle’s phenomenolofjie, movement
and number in thé’hysics In the sequel | will follow Georgiades
himself only loosely because his line of thinkisgsometimes confused
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and it is better to work out a clearer line so th&t genuine insights
come more to the fore.

The decisive feature of Aristotle on time is thatsi countable, and
therefore discrete. Time is the number countednadfvement, which
itself is continuous, i.e. movement holds itselfgdther tightly
(cvvexecg) so that there are no breaks and leaps. Each mumbéehe
other hand, is discretely for itself, separatedfidm the other numbers
(Eldred 2009/2011 § 2.1). Georgiades cites Aristetfamous definition
of time as “the number of movement according tookefand after”
(Georgiades p. 29), which impliexaunting movemem which there is
a movement, at the very least, from one to its essar, two, with 2
coming after 1. Time, however, is never finally,rfpetly counted
(hpBunuevov p. 33,Phys A 14;223a25); it goes on endlessly being
counted §piBuovuevor). As the movement continues, the discrete
counting continues.

Movement, however, can be simply the inner movenoérthe soul
(kivnoig 8¢ tig Ev TN wouxm &vn Phys A 11;219ab5) itself, which is a
continuous, pure, uneventful whiling (Wahren, p).4Bhis whiling is
marked in the mind by the ever-recurring nows thi counted off
discretely as they arrive. Hence, Aristotle notdsnothing other of its
nature can count except the psyche, i.e. the pS/cmend, it is
impossible that time could be if the psyche did exist” (€1 0& undev
AAAO TEGUKEY APLOUELY T] YUY T KAl YUY VOUG, ALOVVATOV €1Vl
ypoévov yuymng un obomng 223a25). Timeis only in the belonging-
together of beingeivot) and mindful taking-in foeiv), of movement
(xtvnoic) and countingdpBueily). Georgiades puts this by saying that
time is only “real” as a counting (p. 33), whichnssleading insofar as
in counting nares (real thing) is involved. The mind gets a defingrp
on continuous movement/change by discrete courtinghe endless
recurrence of the sameo( abtév, vov, now) as differencetfepov, a
later now). The ever-recurring, counted now isthe first place, the
recurring of the time of day when the sun or tixedi stars return to the
same position in the sky. This makes the countindgoum, and thus
time is the even, uniform, counted procession g6dd@he day as unit of
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counted time can be subdivided into smaller andllemanits, and
counted off perceptibly quicker movements or changye principle, any
movement, whether regular or not, can be takehasinit for counting
time. A regular, periodic, recurring movement, hger is “most
familiar” (yvopwuwrtotog 223b20) for an even counting of time for
which the now-instants arrive with a steady druratbe

As Aristotle analyzes, movement itself is charazest by a double
(dyywg Phys T" 1;201a3) presence of what is present now andattie |
(ctepnoig) of where the movement has not yet arrived, wiscthus a
present absence. Since time itself is a countiogementit is always
under waytoward the next, still absent now-instant thatoisrrive and
be counted. The undifferentiated whiling movementhus punctuated
by the mind’s discrete, ongoing, forever unfinis@aeAng) counting
movement of Aristotelean time itself as the instaantrive one after the
other. The mind has to distinguish, at the venstiea its counting
movement, the earlier now from the later now, forettobe The mind
thus retains earlier nows and iprospectivelyunder way toward later
nows, but Aristotle does not treat the absentlg@nédimensions of past
and future in which these retained or projected :n1ane embedded as
temporal dimensions in their own right, definingné instead as discrete
counting for which only the present now propesly

11.2.1 Rhythm in tonal music

If Western music — according to Picht’s thesis tisatantamount to
an obfuscation of the making way of music as mtesimusic (cf. Part |)
— is to be conceived (metaphysically) as a “repreg@n of time” — a
thesis expounded by Georgiades’ book — then it wdkelf be a
counting movement in which the before and afterehavelation to each
other, and, since music is an art form, this cawgntnovement will be
perceptible to the senses, above all, the senseaing. Thus music
will be a sensuous presencing of time itself as@sgously audible
counting movement/Nestern music is counting timguch a conception
of music is weddee@ssentiallyto the Aristotelean conception of time as
an endless counting movement, an ontological aasifntime that has
not been broken with even in advanced modern psy&t Eldred
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2009/2011 § 2.9). The counting movement is markedHe ear by the
relation of whilingtonesto one another as they are produced and heard
In succession. A tone itself is a pure sound thature in the sense that
) it has a pitch and ii) it is ‘for itself’, ‘sel€ontained’ or separated off
from the referential aspect of noises in the wasdalways being the
noise of something in the environment and thus as indieatof
something which the noise is not. When | hear aeat is the noise of a
car, a person, a fly, etc., whereas a tone is ginipi itself, self-
contained, as of a certain high or low pitch, abtractedfrom the
world of things. Hence a musical tone is@e

Not even the timbre of the particular musical instent generating
the tone is initially included in this conceptiof pure, abstract tone
which is amenable to being brought into (harmosex below) relation
with pure number, which is likewise abstracted frqualities. If music
IS a sensuous presencing of time, it can be sutp @ a counting
movement of tones that thereby have a numericaintea relation to
one another in the sequence of ongoing tones. Mugines must be
placed in ongoing, counted time according to strmctinal numbers,
and also have a numerically measured duration. Hlensustained
whiling of a pure tone is, and must be, countedically, whereas a
sustained staccato of a tone of unvarying pitceaaly contains its own
implicit, audible counting. The counting underlyinthe musical
movement of tones is reflected in tbars of notated Western music,
along with their regular subdivisions into, say,adar, eighth or
sixteenth notes, that constitute the units for tiognsuch movement in a
precise, regular way. Theuration of a note is counted by numerical
divisions of a bar. Such counting of both tones sieht pauses is the
rhythmic basis of Western tonal music, which alwagaintains its
numerically precise relations, no matter how coogtéd the rhythm
becomes, even when the rhythms of different instémisiare complexly
superposed. Even rhythmic syncopation with its b&féts, and grace
notes are still governed by the basic rhythm aspitcisely posited,
controlled deviations.
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11.2.2 Harmony in tonal music

The precise, countable rhythm is only one aspec¢hefarithmetical
nature of Western tonal music. The other ishasmonicstructure, that
goes back to the Pythagoreans, who first investgharmonic ratios. If
music is to be composed of tones posited withinnted time, these
tones themselves have a relation to one anothely @renpdg ti. This
observation again brings us back to Aristotle, whavides an overview
of the category of relation in the fifteenth chapté Book Delta of his
Metaphysics This concise chapter includes discussion of #diations,
l.e. ratios, of numbersipiBuotl) to one another, which can be either
definite (pirouevog 1020b34) or indefinite do6protor 1021a4), and
that in two ways: either as a multipleopLantidciov 1021a3) or in
exceeding another number by one patylopov 1021a2) as its
successor. A definite multiple is e.g. threefolheneas an indefinite
multiple is n-fold, i.e. always a multiple in ratat to the starting-point
(&pxm) of counting, which is onempALOTAACIOV TPOE TO EV
1021a3). As the principle and measure for countomng itself is not
regarded as a number, the first number in the mewéraf counting
itself, starting from the starting-point, being two

An example of a definite succession is the relatbl to 2, 3 being
the emudprov of 2, which is thus theomemuodprov (1021a2). The
indefinite relation of succeedingEmuoploy TPOE TO LILETUOPLOV
1021a2) is the ratio of n+1 to n. Simple countin@ 13, 4, etc. results in
the succession of counting numbers, whereas thenehtcounting of
211, 3/2, 4/3, 5/4, etc. results in the countakiecession oSuccessor
ratios. Both sequences, however, are very simple, colentdguences.
The multiples of one could be regarded as the bafstbe rhythm of
tonal music as the tones arrive in counted timesredis the successor
ratio (n+1)/n is the key to Westetmarmony that regulates how the
successive tones’ pitches relate to each otherdradally. This is the
approach that Georgiades pursues, above all in geations of his
Chapter lla. on Tone, viz. “Harmonia” (pp.58-64nda “Zum
abendlandischen Tonsystem” (On the Western torsaésypp. 77-80).
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If Western music consists of pitched tones whilamgl resounding in
counted time, then the tones themselves are semsaowal markers
marking the progress of counted time not just bindpaepeated at
regular counted intervals that result in a rhythumh ddso by marking the
differencebetween earlier and later. Tones as purified drmstracted
from noise have a pitch, and hence the differendenes in the course
of counted musical time is difference in pitch If music is to be a
sensuous presencing of counted time, which isf iksetl of movement,
this movement can only become perceptible if itmarked also by
difference which must be the abstracted differeoc@ure pitch. The
tones composing the music present differencestan pHence the later
tone heard has a relation to the earlier one, atwha succeeding the
previous one has a difference in pitch that beararaerical relation to
its predecessor that, in order to be true to masia presencing of
counted time, must itself be captured byca@unted arithmetic ratio
which, most primitively, is the successor ratioutéag from forming
the ratio between the successor in the processoohting to the
predecessor number, i.e. either (n+1)/n itselfsane neat arithmetical
variation thereof. The harmonic ratios are themefexpressed in the
simple countable sequence 2/1, 3/2, 4/3, 5/4, 86, .., their inversions
and certain simple doublings (p. 78). If the pit&tio (n+1)/n is to
remain sensuously audible, of course, n must nobroe too large, as
we shall see in more detail below.

It may be noted that, since for Greek arithmetite @s the principle
for counting and two is the first number, the fisstccessor ratio can
only be 2/1, and not 1/0, which presumably wouldrespond to the
difference of an audible tone succeeding silentes Would be indeed
an audible difference in the ongoing counting ofej and thus mark a
difference, but it would be, at the same time, taduinate, just as the
ratio 1/0 is. In other words, silence itself hasplace in the system of
Western harmony as a sensibly audible presencingpoiftable time,
and must be experienced simply as the lactednoic) or suspended
(suspenseful) absence of tone, i.e. a pause.

The first audible difference in succeeding tonesear from the
successor ratio of 2 to 1 which, at the same tima,simple multiple of
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the first tone, or tonic, 1. The tonal system lattenal qtp6c t1) and not
absolute or for itselfqa6' avtd), so that the tonic does not have an
absolute pitch but, once chosen as harmonic keyergées the harmonic
relations of all the other tones to it, just as dine E€v) does in counting.
The first tonal successor is the octave which mu#tianeously a
doubling, i.e. simply the audibly same tone, butoatave higher. The
octave is produced tonally by dividing a stringhe ratio 2 to 1. This is
the first harmonic tonal difference, which is atsoarithmetic difference
expressed as the simplest of arithmetic ratios. Tomes an octave apart
belong to each other harmonically; they ‘make seasd are ‘logical’
by virtue of having a logical-arithmetic relatioretitveen. The next
successor ratio in the countable sequence is 312hvgives the quint or
dominant relative to the tonic. The quint is dominha the harmonic
belonging-together of the tones simply by virtue biing the first
successor ratio after the octave. After 3/2 com8s which gives the
fourth, quart or subdominant. Tonic, octave, dominasubdominant,
major third and minor third belong to each othemmanically just as the
ratios 1/1, 2/1, 3/2, 4/3, 5/4, 6/5 succeed onethemoin a counting
process.

The harmony of tones hence corresponds to a sucoeassarithmetic
ratios which in turn corresponds to time itselft@sthe steady counting
of now-instants arriving in presence. In this wage itself is given a
logical-arithmetic structure, which is also audilie harmonic music.
Georgiades asserts (p. 64) that the ratios invastigby the ancient
Greek mathematicians, the Pythagoreans, resulted fheir sensuous,
aisthetic experience of the phenomena of tonatiosls, but there is no
need to assert any causal order here, but onlyraspmndence between
audible and arithmetic ratios. Both areyol in the sense of ratios, and
that is not causally explicable, but is a sendnognfbeyng, an historical
destiny.

Georgiades notes the bifurcation of the meaninglojog into
arithmetic ratio (harmony) and word (p. 63), fromhigh also his
bifurcation of chapters into Ila Tone and Il Nami{fNennen) (which,
in the first place, is the naming of ‘this herel, Diesda, the title of
Chap. IlIb) as well as the bifurcated title of hisok, Naming and
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Sounding (Nennen und Erklingen) are derived. Therea logic to
harmonic relations, a6yog &p1Buwv; they are rational in an arithmetic
sense. The two numbers set into (harmonic) reladtboone another are
calledopot, or limits. TheAbyog as rational arithmetic relation delimits
and, in so doing, gives rational contour to sousslsones, holding them
together rationally. What lies outside the limitsaorational, harmonic
ratio sounds illogical, irrational; it makes no noas sense and is
disharmonic, awful-sounding music. This becomes t&stern
experience and sensibility to music, which is adalgA6yoc-mediated,
sensuous experience of a world whose sounds aisé ao¢ purified to
tones and brought into logical order. Counting dfsimn the world — 1,
2, 3,4,5, 6 and so on — gives rise to abstratimaetic quantity in
natural numbers, whereas listening to the ratidwédxen tones gives rise
to audible, logical, arithmetic, harmonic ratio4t,12/1, 3/2, 4/3, 5/4, 6/5
and so on.

As Georgiades expounds (p. 78), the Western hammsystem is
generated wholly by successor ratios. This systmamns closed only
for the numbers up to 6 in the sense that all #ti®s of the counting
numbers 1 to 6 are either successor ratios or thearsions (e.g. the
inversion of the fifth, 3/2, is 2/3=1/2x4/3, which a fourth lowered an
octave, or 5/6, the inversion of a minor third),can be brought back to
a successor ratio by dividing or multiplying by altiple of 2, i.e. by
octave displacement (e.g. 3/4=1/2x3/2 is the invaref a fourth and
also a fifth lowered an octave, or 5/2=2x5/4, aenajor third raised an
octave, or 5/1=2x2x5/4, i.e. a major third raisedo toctaves, or
6/1=2x2x3/2, i.e. a quint/fifth raised two octaveShce 7 is added to the
set of generators, the closure breaks down becd@lsecannot be
generated from successor ratios according to tlhes.rurhe ancient
Greek harmonic system is generated already frofhahd 3 to give the
Pythagorean tetraktys: 1/1, 2/1, 3/2 and 4/3=(3¢2jie inversion of
3/2. The Western harmonic system goes further temgde the major
and minor thirds, 5/4 and 6/5, and the large andllswhole tones by
dividing the major third: 9/8 x 10/9=5/4. Differezs are added, such as
the semitone, which is the difference between theth and the major
third: (4/3) / (5/4)=16/15. Through such refinensggnthe harmonic
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system remains nevertheless arithmetically ratidogical in the sense
that it is generated by simple operations on cdalatsuccessor ratios.

Harmony is the ‘fitting together (Zusammenfigung6f) of tones
according to simple arithmetic successor ratioee Tihmay be under
tension o Alvtponog dpuovin dkwonep TOEOL Kol AvpNG. “contro-
versial harmony like that of the bow and lyre” Hdedtos Frag. 51), so
that the tones have a tendency both to fit togedineralso to fly apart.
Harmonic dissonances still belong to harmony insefa they remain
governed by its rules precisely as deviant excaptiwhich are also
heardas such. Throughout the course of Western history,hthrmonic
system has undergone several modifications andn&tes, none of
which, however, breaks entirely with the simpletharetic ratios of
Pythagorean harmony. Arithmetic harmony is dpg 1} (beginning and
principle) that governs all Western music that cemter it. It maintains
its hold despite all changes and major modificatiarf the harmonic
system such as the tempered tuning for keyboatdiments.

The harmonic ratios govern also the formation ofrds and
counterpoint in Western music, since the notesdiad, the notes of a
melody and also the contrapuntal notes in polypharelody lines have
harmonically governed relations to one anotheraBse harmonic logic
is relative, there ardnarmonic keysvithin which the arithmetic harmonic
relations are defined relative to thenic, thus prescribing which notes
belong together in each (major or minor) key. Thildadox distinction
made between the harmony of the vertical (simuliasg notes of a
chord and the counterpoint of horizontal (consee)tipolyphonic
melody lines is itself situated within the arithmdtarmony that governs
which tones belong to one another, no matter whetihey resound
simultaneously or consecutively. In musicology ¢&hes an inherent
positivist tendency to get lost in the details a$tbrical changes in
Western music and its theory rather than askingitn@le question as to
what the essence of Western music is that undetlli¢isese changes.

Western music absorbs many influences from all asethe world
expands through European trade and colonizatioahled by decisive
technologies such as navigation, ship-building ballistics, but these
influences, say, from Africa, the Orient or the Amas, only modify
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Western harmony and give it a certain flavour. H&lanusic, from
classical through jazz, blues, and rock to commaémop songs is still
music ruled by harmony, no matter how much harmaulies are bentt

Is rational music Popular music is popular because its musicalesens
easily understood as based on simple harmonicsratiotonic, fifth,
fourth, major third and minor third.

11.2.3 Logically notated music

Another principal meaning ofoyog is ‘word’. Western music is cast
not only as arithmetically harmonic, but also agidally prescribed, an
aspect not investigated by Georgiades. The purestdrom which
Western music is composed according to rules ambarc ratios can
also benotated The temporal counting of musical rhythm and the
definition of tones’ pitches according to harmoratios together enable
(and necessitate) a notated music that is thuscddlgi defined and
definite also in the sense of being written dow @sescription for how
the music is to be played. Such notation is onlysgae because music
iIs composed of tones that themselves can be lbdgicfined, i.e.
delimited. Notated music can also be read withoyt music sounding.
The musical mind can experience harmonic musiatyleby reading
and also by composing notes mentally according @aombnic rules.
Problems in composition can be solved as mentaicses depending
on the mind’s mastery df6yog in the double sense of harmonic ratio
and defined, notated note.

Notated music allows a division of labour betwelea tomposer and
the musician, who thus becomes a logical interprefea composed
prescript for the music to be musicked. The musigalk of art, in the
first place, has a written, notated form sx®re The score lays down
harmonic limits and enables the composerb&a composer as the
creator of an art work not confined to its actuatfprmance. A musical
performance is the execution of a logical presdiiiatt can be judged
aesthetically in its own right according to hovsaunds, which depends
on how well and how sensitively the musicians,udahg the conductor,
interpret the score.
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The notated nature of the music, and the logickinggng-together of
the notes both harmonically and in counted timeeasitates a time-
keeper for the music to assure the co-ordinatiothefprescribed score.
This time-keeper in a performance is usually thendcwmtor, who
commands the unified interpretation of the scord amose skill is
judged in the first place when assessing the sacoesfailure of a
particular performance of a musical art work.

11.2.4 Words set to harmonic music

Yet a further aspect of the musi@alyoc is whereroyoc understood
as harmonic ratio is combined witttyog understood as language to
give words set to music. There is then a meanirtgenvords that is set
to music in such a way that there is a correspatelernrhe
correspondence concerns the saying of the wordsinasharmonic,
rhythmic singing. The text of a song brings intayplyrical metre, i.e.
the rhythm of poetic saying with the voice, whichush match the
rhythm of the playing of the musical notes. Morap\whe sung words
are ascribed definite, pitched tones of definiteattan which can be
notated. There is thus a threefold correspondeeteden the words and
the music: syllables and notes, metre and courtgithm, meaning and
harmonic structure, whereby the last becomes nabulo

It is asked whether the meaning of the song’'s wamsonates
appropriately in the music heard. This is prindypal matter of a match
between the mood of the text and the mood of thediaic music, such
as sad, merry, melancholy, celebratory, etc. etrtah conventions
arise that prescribe what is a suitable settingnaigic of a text, perhaps
the main one being that minor harmonies are sadgreds major
harmonies are cheerful. Chords built on minor thiod major thirds are
thus given a certain moodful meaning. The corredpooe between the
mood of a text and the mood of a piece of musicoerages the
misunderstanding that music itself is a languagé ¢an be employed to
express feelings, just as words can be employedoess opinions and
thoughts.

In so doing, the bifurcated meaning dbyoc as both word and
arithmetic ratio is elided, and meanings are ptd hrarmonic music, as
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if the moodful quivering of music could be containeithin words or,
conversely, lyrical poetry did not say more moolyfuthan its
meaningful words. This misunderstanding can onlyrémedied by
keeping in mind that human being is open to thddvora twofold way:
both through understanding and attunement. Thidot@omay be in
correspondence or it may be at odds. Twentiethucgmocal music has
experimented much with vocalise for which the suwmgice is
disburdened of conveying a verbal meaning. The evdimis becomes
like an instrument whose sound evokes certain madbds are not
necessarily subjective emotions. Because the vsittee most natural of
musical instruments, however, its vocalise singsglosely associated
with the expression of emotion, i.e. as emanatioghifa human subject.
Such expression of emotion is nevertheless itdethys a response to a
situation that is taken in by moodful understanding

11.2.5 The dissolution of arithmetic harmony in the
mathematical continuum

A major change takes place with the modern mathealat
measurement of frequency, which means approximdhiagcontinuum
of sound waves, something foreign to the Greelhmaetic, discrete
harmonies. The musical tone is transformed from uae psound
describable by a simple arithmetic ratio to becoamesound wave
describable mathematically by a numerical frequem&asured by the
number of vibrations per second (Hertz), along vather parameters.
The simple ratio of 3/2 defining the quinglative to the tonic, for
example, becomes tlabsolutefrequency of a sound wave measured as
number of oscillations per second, such as 394d#zhe quint G in the
key of C. Modern mathematical physics alters theidoaonception of
harmony which, as mathematical rather than arittundbecomes
ultimately arbitrary, thus enabling many differemarmonic systems
which, however, nevertheless remain describableuoybers.

Modern mathematics was developed to grasp thermama of real
numbers in order to develop laws of motion, andchieves success in
the arithmetization of geometry through mathemétczdculus in the
nineteenth century (Eldred 2009/2011 § 2.8). Ine®&re¢hinking, by
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contrast, the continuum was the domain of geomatyarithmetic. The
dissolution of Western harmony thus begins fromhimitWestern music
itself, rather than through any outside influencéhe simple
discreteness of harmonic ratios gives way to theensomplicated, and
ultimately arbitrary ratios arising from sound wavéhrough to
electronic waves generated by an oscilloscopa@rstormation that may
be described as progressive approximation of deserember to the real
continuum. The pure, pitched tone describable ioglatly through an
harmonic ratio to the tonic becomes a continuouse sivave.
Unbeknowns to composers, the consummation and ldigso of
Western harmonic music was prepared historicallynmynentous shifts
in mathematics related to physics’ grappling wite problem of motion.

The first historical step outside Western tonalnfamy was into so-
called atonality, which is a misnomer insofar asnat music is still
composed entirely of tones. Rather, the relationsray the tones are no
longer governed by the laws of harmony. Properlgagmg, therefore,
atonal music (e.g. Berg) should be called anharmanusic, i.e.
composed tones outside the government of harmatiasr

11.2.6 Making way to harmonic-tonal music

So far it should have become plainly visible thiaé tessence of
Western tonal music resides in simple arithmetienomy based
originally on successor ratios and an ordering wittounted time. The
essence of music is therefore nothing musical,dbihmetic, rational,
logical, whereA6yog is understood in one of its Greek senses as
arithmetic ratio. Tonally harmonic music is a preseg of countable
time in a rational, arithmetically governed movemaitones.

What does this mean for the making way of musimtsic as thought
through in the first part of this study? The patlthonking led finally to
the formula:Making-way brings music (the fugue as the weseride o
music) as music (quivering) to music (resoundingg$ol he fugue was
the entire manifold of originary tunes held togethrd adjoined in the
articulated unity of that urfugue which resonate®tigh and originarily
opens up the free dimension of attunement that saimaesonate in
manifold attunements. Quivering was the temporainatg of a mood
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that attunes human being itself, thus enpropriatignan being as
musical to the urfugue.

Thought now with respect to the essence of spadlficWestern
tonal-harmonic music, for which music is a représgonal presencing
of counted time, the formula becomédaking-way brings music (the
urfugue as the harmonically articulated join ofginary tunes governed
by the Adyos of arithmetic ratios in counted time) as musice(th
quivering whiling of time that harmoniously and lhsmoniously
attunes human being) to music (harmonically toraheful, attuned,
rhythmic music).

Western tonal music is therefore in tune and ip stgh counted time
structured by the originary, harmonic urfugue s&mthe metaphysical
destiny of Western music. The counting of time mysdnusic rhythmic.
The pitched beats of the counting are governedolgychl harmonic
intervals expressed in arithmetic ratios. Westewsimis a counted,
tonally fulfiled movement that presences time &ildias counted,
harmonically structured time, and therefore re-pnésit, as if time were
irrevocably counted time, i.e. the ongoing, regusimply rhythmic
presencing and vanishing of now-instants that namvmaking way to
music, resonate harmonically in audible music asdwhich not only
the earlier now and later now are linked throughntmg, but the tones
resounding at these earlier and later moments am@dnically linked
through certain harmonically ‘lawful’ arithmeticti@s.

Harmonic music is joined together according to d@néhmetic ratios
of the urfugue as the logical adjoining of origipanistorically granted,
harmonic tunes residing in the possibilities of rhanic ratio, and
therefore lets the world resound moodfully in speally harmonically
tuneful and attuning ways to which we Western huimaéings have long
since been historically attuned. We move and rdsotizerefore in
harmony with counted time, attuned to the harmadlyigained originary
tunes of the urfugue that grants music throughqtngering of whiling
time punctuated by the urfugue’s counting and ttiegue’s admissible
harmonies.

Our time-space reverberates harmonically with mabds make way
to harmonic-tonal music which, in turn, makes nadilcsense to us in the
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sense of the tuneful, resounding movement of halcaty related pure
notes in counted time. What lies altogether outsek®nance with the
originary harmonic, logical urfugue is understoochdafelt as

unharmonious, unmusical noise, as unmusic thaegram us as out of
tune. Disharmony is employed in harmonic musicreate an interesting
tension within the harmony, bending it to avoid dmom. The

underlying criterion for Western music is harmoradthmetic ratio, and
not simply Western customs and conventions of wkatinds

harmonious to the ear, which is by and large aenaift habit that gains
the weight of tradition to the point of becoming simal second nature.
The experienced harmoniousness of music is merelyhabituated

reflection of the harmonic-arithmetic urfugue of $t&rn music.

Up to the end of the nineteenth century, Westempasers composed
harmonically by listening to the harmonic urfuguexploring its
‘logical’ possibilities, discovering its outlyinginhits to exploit its
musical possibilities, adding refinements to hownmany is to be
defined. Composers’ listening in this sense istetiing of the mind to
the logical-harmonic urfugue, which the mind trams$ into composed
music that, when musicked, allows a mood of (disjiwmy to
reverberate. Composers fathomed to outermost readhearmonic laws
up to the limits of dissonant harmony in order lova the possibilities
of harmonic music to actually make way to listenimgnan ears.

The originary fugue of Western metaphysical, hanmamusic is
hence not a human musicking, but the music of @menbnic urfugue
itself. Human harmonic composing and musickingrf/@ response to
having already listened to the harmonic urfugue laandng been attuned
by it. The originary fugue needs humankind to caimeresounding,
audible harmony and disharmony, and only humangobetin the first
place historically, Western human being — is inetuvith the harmonic
urfugue to which Western human being belongs. Heweas already
mentioned, in the modern age totally permeated kpthematical
science, counted time approximates ever more gldkel continuum of
time’s whiling, and tones come to be cast as sowades of certain
arithmetically determinate frequencies which likegviare conceived
simply as positions on a continuous spectrum raten numbers with
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simple arithmetic relations to one another. Moreppare sounds are no
longer only the tones produced by musicians playimgisical
instruments, but can be generated and controlledldéstronic devices
that operate within the continuum of sound wavdberathan in the
harmonically structured, rational space of tones. Warmonic tonal
music in the nineteenth century fathoms more andentbe furthest
reaches of the harmonic urfugue as the essenceesté?vt music, the
limits are reached. The historical paradigm shifthe casting of time
from discretely counted time to a real time contimuundermines the
urfugue of Western harmony.

Beyond lies an other music whose urfugue no longan be
characterized as harmonic. An alternative urfugsieumder way to
historical human being to which certain composastern, letting
themselves be attuned by it. This alternative wréupas not yet shaped
up definitely. The alternatives of twelve-tone,igkeand aleatoric music
— as well as sound art composed not just of ton#sob noises (e.g.
musique concrete) — appear and begin to be expldhes breaking
with Western music as it has been hitherto listetwgedinderstood and
enjoyed. What is underway in Western music?
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11.3 New Music is the Other Music (Cage)

If Western harmonic, tonal music has been dissglpirogressively over
centuries in the approximation of discrete tontheocontinuity of sound
and counted time itself has been cast increasiadjbgit incoherently, as
a real continuum in the quest of mathematical pisysio master
movement of all kinds (Eldred 2009/2011 § 2.8)Juding even musical
movement, an other essencing of music is arrivioggawith an other
granting of time itself. This other essencing a® thetting-over
(Verwindung) of Western metaphysical, harmonic rusitially can be
characterized negatively as illogical, irrationa&hich accounts also for
the enormous resistance to the arrival of anotistoiical essencing of
music. It is time to take up Picht’s thesis of ‘@wnmanifestation of the
essence of time which, in turn, comprises withseliteverything thas”
(eine neue Erscheinung des Wesens der Zeit, diewie alles, was ist,
in sich begreift, Picht 1969 p. 416) in the attergpspell out what this
thesis could mean. New Music goes hand in hand wamthhistorical
recasting of the essence of time beyond the mesagdlyessencing of
discretely counted or continuously linear time.

Presumably, Western humankind is still preparingglft for this
recasting in which counted clock-time or even réakar, continuous
time would fade from the scene and time as whilwayld attune, thus
enabling the experience that: whiling whiles. Nader would counted
time, punctuated by counting, intoned by rationa#iated tones be at
the forefront. Nor would time be a parameter fontoolled continuous
movement. The listening musical mind would not haasequence of
counted, harmonically related rational tones, laiher would wander,
through the power of imagination, back and forthhia whiling of time.
The one musically audible now would no longer bed tiogically,
through rhythm and harmony, to the earlier or latersically audible
now. The whiling of time would be compatible withet musicking of
music itself. This thought will be further explorgdthe sequel.

There is a whole sequence of twentieth century as@s who came
up against the limits of Western tonal harmony amglored musical
steps beyond. The list includes Schonberg, Berdyaie Satie, Varése,
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Boulez, Stockhausen, Schaeffer, Feldman, to nanhe smme of the
most prominent earlier names, but John Cage’s naeaps, stands
out from the rest as the most radical and the mstulate and eloquent
in saying in words what is happening to music ia and our timé?
There was a straining at the limits of harmonyadsenoticeable in the
nineteenth century, when dissonances were explosdtiin the
chromatic scale to the point where an exhaustiohaomonic potential
In composition became apparent. In the early tweémticentury, the
corset of harmony was shuffled off, and music @i#id in subsequent
decades discovering a hitherto unknown freedom @fament. Cage’s
teacher, Schodnberg, took the theoretically fornedatstep beyond
harmony by granting ‘equal rights’ to each tonethe twelve-tone
chromatic scale, thus breaking the harmonic domimnd the tonic,
dominant and subdominant over the other tones.tdines nevertheless
remain related to one another in twelve-tone tegmmithrough the
prime series that remains tldgy" of the composition. Only certain
operations on the prime series are allowed in dagle@nic composition
such as transposition up or down, reversal, ingarsind overlapping
superposition of parts of the series. The music esnains tonal in the
sense of being composed entirely of pitched tohesofar, the term
‘atonal music’ is a misnomer.

The twelve-tone composition technique was radiedlizagain without
leaving the realm of tone altogether, in serial imuBy subjecting not
only pitch, but also other musical parameters tmmaositional control.
The dissolution of harmonic arithmetic ratios ine tlcontinuum of
number and the extension of the dominion of theicalispyn into a
polyarchy are shown by the specification of theapaaters of serial
music as “frequency, duration, intensity, timbredarsequence”
(Frequenz, Dauer, Intensitat, Timbre und Sequeretzer ‘John Cage
oder Die freigelassene Musik’ | 1990 p. 8). The tiplication of
musical parameters demands the departure from eirhpkrmonic,
arithmetic ratios because these other parametersooly be grasped
mathematically by real numbers, not just by coumtimmbers and their

24 Cf. also my earlier extended discussion of Cageldned 1995/2006.
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simple successor ratios. The pitch of a tone esfslesas an harmonic
ratio relative to the tonic thus becomes a “freqy&nRhythm is no
longer a counting pattern punctuating the countihgme, but becomes
“duration” that can be measured, specified andagell with arbitrary
precision by clock-time. Intensity is measured e tcontinuum of
decibels. Timbre, or the colour of a tone, is harde capture
mathematically, but is not beyond the grasp ofex#igation in terms of
a set of characteristics of sound wave functiorsé Will come into its
own with electronic music. Finally, sequence can $gecified
arithmetically, but only as a permutation that nsixg natural ordinal
counting® Such permutations are the subject of combinatorial
mathematics. Serial music is enthused and insgogethe prospect of
total mathematical prescription of the movementtafies that goes
beyond what tonal harmonic composition traditionalbught to control,
namely, a movement of tones whose pitch and rhyghengoverned by
arithmetically specifiable harmonic ratios and Hwgic patterns.

If the scandalizing dodecaphonic and serial mussmsch shocked
their publics by violating conventions of harmommsical propriety,
still kept to pitched tones, it was an even morecking event when
noise was permitted entry to music (e.g. the ektleopercussion and
siren sounds in Vareselenisationca. 1930). The break-in of noise is
experienced not for the first time, but neverthelesry graphically,
undeniably, simply and observably, with Cage’s cosijons for
prepared piano. The strings prepared with boltves, erasers, pegs,
paper, etc. destroy the pure, pitched tone in fawla noise with its
more mathematically complex sound wave. The mugieae thus gains
a percussive, ‘gamelan’ flavour in which the preoastrings provide
percussive rhythm. Countable rhythm is thus maneid The musical
art work itself displays the break with harmonitiaa which, of their
nature, can apply only to (the pitches of) tones.

25 It should be noted that such a prominent expeftilew Music as Heinz-

Klaus Metzger (1 1990) does not go into the momestehift from harmonic
arithmetic ratios to mere mathematical quantifmatipresumably because a
close confrontation with the Aristotelean castimgaunted time is not
germane to his thinking.
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11.3.1 The absolute zero of musical time-space

Another of Cage’s pieces, his famouds33” consisting of the
‘absolute zero’ of 273 seconds of uncomposed tipaes that can occur
anywhere at any time, displays to the aural andalisenses and the
mind’s ear a radicallpther casting of music whose parameters are no
longer tonal or harmonic, but pure aural opennesthé¢ world’s time-
space. The borderline between the art work ancetteeyday world is
also crossed in this work that consists simply oimple, definite,
radicalideain whose light the essence of music shows itséfiéréntly.
As a work of art4’33” declares a defined space in timeb®an art
work. This space in time as an art work requirespiresence of listeners
open to this delimited time-space. The delimitatisrperformed by a
precisely specified number that marks out in codirdeck-time a time
interval in an infinite sequence of counted momefrtam now at zero
seconds, to now, 273 seconds later. Insofar, thig/erk still relies on
the Aoyog of an arithmetic relation that marks out a segnuntime-
space through counted time.

The mind has to set limits to see an art worklagad in this case, the
limits are set byxp1Buodg that enables an art work to stand and show
itself from within its defined limits. But, withithis counted segment of
time-space, what eventuates is only the atten{pemnoess for time-space
itself. The numerically defined time-frame is natel with pitched
tones structured according to harmonic ratios anoht@able rhythm, but
with any sounds at all that may occur which arestdefined by the
time-frame tobe music. If the piece is performed in a concert ,hall
certain sounds will naturally occur; if it is pemfieed on a traffic island
at the centre of a busy metropolis, other soundk naturally occur.
Such sounds, however, are not musicked by musiciims essence of
music as the urfugue in its mood-granting quiverimgthis case, does
not make way to resounding, humanly musicked mbsicsimply to
attentive ears. What eventuates is not merely deastain naturally
occuring sounds or noises are heard, but thairtteegpace is inevitably
attuned in one way or other. The time-space itpaivers in its whiling
that variously attunes the audience as music iteaHics. In this piece,
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music is not a human activity of producing tonesegen sounds, but
rather, here human being belongs to the musickimgusic itself.

The listeners are attuned during the 273 seconsianre way or other,
not necessarily uniformly. Although the listeningdgéence is gathered
together, perhaps in a concert hall, perhaps viadego transmission,
perhaps loosely at some venue, it remains a digpava’. Attentiveness
for the demarcated time-space here and now, |isgetioi the noises from
the surroundings, is only one possibility among yndnattentiveness is
another possibility, probably the predominant oflee listener's mind
may wander in both time and space freely beyonavilié’s segment of
time-space as defined by clock-time. Its inatteriess means that it is
not in the here-and-now, but elsewhere elsewhensamewhere else at
some other time in the future or past. The mind deas by absenting
itself from here-and-now and presencing other tirmed other places,
which is what the mind does naturally, ranging liyeaver the three
dimensions of time. In presencing what has beergtwhll be, what
may be, what may have been, the mind is absenblirgmthrough the
folds of time. The whiling of time is not merelyettsteady buzz of the
present along the wire of a linear temporal contmubut the distinctly
three-dimensional temporal space in its indetertein@penness and
three-dimensional degrees of freedom in which eagmber of the
audience finds him- or herself attuned in one manttt mood or another.

Cage’s piecet’'33” redefines, recasts music by means of a simple
time-frame specified by clock-time, analogouslyhimv a piece of the
wall can be declared to be a ‘painted’ art work @ymby hanging a
picture frame on it, or a pissoir can be declade a sculptural art
work. The definition of a musical art work by sdgimg a time-frame
leaves everything else open. It has already beéednihat a listening
audience cannot be confined to the here and natveo§pecified time-
frame, but inevitably wanders temporally also tdeot places. It is
nevertheless also attuned variously here and nawoods of irritation,
Impatience, curiosity, expectancy, serenity, aryxiebredom, etc. that
may have little to do with what is currently beihgard. Insofar as it
listens to the present noises occurring naturaligse noises present
themselves ungoverned by harmonic ratios, rhythpatterns or any
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other compositorial directive. They are also notepubut refer to
happenings in the surroundings such as the soundhffic, of doors
closing, of someone coughing.

4'33” is the most extreme negation of harmonic, tonadimpossible
through an abstraction into the framed nothingnesfs pure
indeterminancy. The simultaneity of tones formimgharmonic chord is
abolished along with the consecutive tones formarg harmonic
arpeggio. The harmonically governed sequence oéstdiorming an
harmonious melody and the contrapuntal superpasafcharmonically
governed, tuneful sequences are likewise banisfidtere is no
development, no climax, no finale, no logical begngy, middle and
end. Compositorial dominion over sound has beencatatl. There are
Nno musicians musicking in a co-ordinated way withe oanother
according to compositorial instructions, nor pradgctones or sounds
in a definite sequencd’33” seems to be a total negation of all music.
All that is left is the specified segment of timgase that frames the
work, which could be regarded asdtsyn. Otherwise it is anarchic. It is
as if this segment of time-space itself musicét can do so only if
someone listens to and willy nilly allows himsetflerself to be attuned
by it. There must be a listener who belongs torthusicking of music
itself, which is the quivering of propriation. Thukes4'33” recast
music from scratch. Human being belongs, is enjpatgat to propriation
by way of its attuning human being, thus openingnan being
moodfully to the world.

Another of John Cage’s works which is much moreucttired,
complex and specified thah33” is hisll Treno di John Cagea three-
day train trip organized in northern Italy in 19&8 a festival at which
also music and dance in the usual sense, but mib&tlyoises of the
train itself, both exterior and interior (in thergages), made the music.
The train was prepared with microphones and lowehkers inside and
outside the carriages to transmit noises. Peoglenats along the train’s
route took part in the festivities each time thairntrstopped and, of

26 “Music composes itself” John Cage on his ‘Etudestfales’, cited in

Charles 1979 p. 39.



Thinking on Western music 69

course, there were also the passengers on thetseihwho made their
own noise — their conversations were not part & thusic. In his
detailed description of this Cagean happening, &dbiharles makes the
insightful remark, “Now let us stop at this concepit space and
emptiness. It designates a space of encountetharfdrward and return
journies ofThe Train of John Cage any case have the merit of having
made a way, laid down a track — no matter how pgexdened this way
may be by the rails — in order to approach (if taotecognize, as Hegel
says) the other.” (Charles 1979 p. 36)

Cage’s train-work lays down a track, by means okcize
specification of the boundary conditions for a defl segment of time-
space to allow things to happen for those taking. péere it is easy to
see how disparate the experience of this work nhate been,
depending on the singular situation of each indigld and yet
constituting a three-day ‘we’. The music happenghes world itself,
including also the playing of harmonic, tonal mubic the bands who
show up at the railway stations, and the work isllyarestricted to an
aural phenomenon. The work is only such by havitsglimits, its
boundary conditions laid down, e.g. where the npbames and loud-
speakers are to be installed. Insofar as\thec of vovg gathers into the
definite limits of anmdéq,, it can therefore be said that the train-work is
logical, but itsAdyog is neither harmonic nor rhythmic according to
counted time.

11.3.2 Spatiality of Cagean musical happening

A further aspect of Cagean music is thgerposition of worksn
simultaneous performancé&s.Cagean music listens to the urfugue of
music itself musicking and hears that it is not e®nthat are
superimposed to form chords according to harmouliesy nor melody
lines superimposed according to the rules of cpuoingal harmony, but
sounds and noises themselves, some of which mayagrnot be pure,
pitched tones. This alters tlepatiality of music, for now there is no

For example, the superpositionRbzart Mix Concert for Piano and
OrchestraandSong Bookscf. Charles 1984 Fourth Interview p. 160.
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distinction in music between musical tone and unoalisoise, so a
musical performance does not have to be protectmu the outside
world of noise. Conversely, musics can now comnangithout having
to obey the arithmetic ratios of harmony as to Wwisounds fit with one
another. Moreover, the performance of differengesposed works now
allows and requires a spatial distribution; the musmanates from
different locations. The musicians themselves nvnenove during the
course of playing. The spatial placement of musgigerforming the
same work now enters as an additional parameteh&performance of
musical works, or rather, happenings. The term peamg’ is more
appropriate than ‘work’ because of the underdeteation of the music
by the composer’s instructions and its permeability the sonic
surroundings. A work requires definite limitsp6r) to define it, but the
Cageanioyoc leaves a lot open, defining only precisely theskoo
boundary conditions for a spatio-temporal happening

The spatial separation of locations of the mugpeaformance means
that there is now no listening centre, no con-@itn on a location at
which the performance is to be ‘authentically’ leafrhe urfugue of
Cage’s New Music thus sends musical happeningsfatsoplurality of
listeners located at different plac&sEach listener is amdividual with
its own freedom of movement, whose experience efpdrformance is
individual, even though he or she is part of anravdappening with an
overall mood. The listener’s individuality does stand in contradiction
to a musical work’s definite definition according & score allowing
only certain interpretative room for play. Ratheach individual
listening experience is valid in itself within tbarameters staked out by
the composer’'s specification of the musical happgsi boundary
conditions.

28 “This year [1980 ...] | heard a string quartet bgridn Feldman consisting of

a single movement lasting one-and-a-half hounsak beautifubecauset
was not beautiful. Through the length it did notdr@e an object. Despite
that it would have left behind the same impres#itime audience had not
been chained, but had found itself in a differenhdectural situation that
had permitted egress and access at any point éaid space, i.e. at home.”
John Cage in Charles 1984 Fifth Interview p. 183.
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The spatial dispersion of superposed musical hapgenor of
musical performers induces also an other musicethitecture Western
harmonic music’s architecture is focused, concéedran the centre of
performance whence the work’s score is realizedistazally. ‘Ideally’,
i.e. according to theldéa, there is a central stage for the musicians
around which the audience is seated (semi-)coricaliyrto concentrate
on the single source of emanation of the perfornsedre. The
architecture of a concert hall is consequently eat@ic, and infinite
amounts of care are applied to ensure the acollgtmae dispersion of
sound from the centre. The audience remains sestiidto focus on
and absorb the work, with certain seats being peddeover others
whence the central source cannot be heard as @G&fjean music, by
contrast, permits and demands freedom of movemktiieoaudience,
which is no longeconcentratedbut ratheopento anddispersecamong
the acoustic happenings in which the performance seferal
compositions may commingle, and that differentldiffierent locations.

11.3.3 Historical recasting of music’s urfugue

Since Cagean music sets the boundary conditions fowsical art
work so widely, thus admitting also thetay of contingengyit is no
wonder that not only composers, conductors and craus from the
tradition of Western harmony, but also composersha avant-garde,
such as Boulez and Xenakis, have accused Cage matéarism”
(Charles 1979 p.39; cf. also Eldred 1995/2006 CB&ap Boulez,
Xenakis and others presumably regard themselvdsaasg remained
within ‘rational’ professional bounds of composingusic that can be
taken seriously. Cage’s conception of music, wiiethas expounded in
diverse ways over many years with commendable ilycidherefore
opens up a rift; it causes strife among composetbeaforefront over
how Western music is to be recast outside its haicnmast, and this is a
conflict of ideas i.e. over the alogicadight that music offers of itself
beyond the harmonic-rationabyog of counted time. To carry out this
conflict requires a clear idea of the essence asicpwhich is nothing
musical in the usual sense. It therefore cannotid@ded solely by
discussing music as composed for and musicked mahubeings.
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In my 1995 study, from another angle, | have ttday out what an
art work is in the Western metaphysical sense. iGgeancy is
antithetical to the idea of a work, for which thesean&pyn that, as
know-how, knows how to bring finally a work abowgntrolling and
correcting contingency along the way. To admit saggncy itself into
the making of a work, and an art work in particularto abandon, or at
least loosen, archical control and to leave thalregen to the play of
chance. Hence Cage’s idea of music representsi@ldmeak with the
very conception of a musical work. He does not ptceerely
“controlled aleatoric”, like Lutoslawski did, bubgs the whole way in
allowing the resulting musical happening to cont@ny intentions
and likes and dislikes he may have had.

In the present study | try to think through theeessng of music, its
urfugue, and of Western harmonic music in particuia a non-
metaphysical way, using Heidegger’s late thinkimgtle essencing of
language as a guide. Perhaps this effort will gtexdaome orientation for
ongoing discussions on the making of Western m&ith respect to
Cage it can be asked, what urfugue of music’s essgnhe was
listening to. The urfugue of Cagean music is adéoasy of the hold of
the Aoyoc over sonic movement that allows room for the ply
contingency in the world’s happening time-space.sThrfugue’s
quivering grants a mood of calm letting-be to I and performing
musicians on making way to music. The historicgkeesing of time that
goes hand in hand with a Cagean music is threerdiimeal, ecstatic
time in which the history of a sound is neitheraausal chain nor an
harmonic law, and the sonic future has an opentesthe play of
contingency rather than a causal or law-like preaheination. That this
formulation may not be far from the mark is suggdsby Daniel
Charles’ question to Cage, “Accordingly it seemat tfor you music is
the best means of clarifying this process of aresedo being, this
movement of ‘openness’ that we cannot name witltmibrming it?”
(Charles 1984 p. 185)
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[I.4 Music as critique and subversion

11.4.1 Electronic music as social critique?

Under the name of its leading-light, Adorno, thartkfurt School has
for decades been at the forefront for those thipkiritically on music in
the sense of criticizing politically the existingpcgal relations of
capitalism. The vocabulary of the culture industitye production of
music for profit and the consumption of pop musjctbe acquiescent
masses, the manipulation of mass taste by corposti class
domination, alienated wage-labour, the commodificaf art works,
the view of avant-garde music as an Utopian ardtomp of a society
free of domination has become commonplace andrmatpractice by
numMerous progressive composers.

For one of Adorno’s most prominent disciples, Helflaus Metzger,
avant-garde composers are in alliance with thos® vifame the
technical need of the age by its social name antadd the technically
immediately possible dawning of the Messianic agéumankind well
cared for in every way. Shocking ways of playingh@stra instruments
may contribute to this.” (die technische Notdurér dpoche bei ihrem
gesellschaftlichen Namen nennen und den technisfdrtsmdglichen
Anbruch des messianischen Zeitalters, ein in alti&tn wohlversorgte
Menschheit fordern. Dazu mobgen choquierende Speslarauf
Orchesterinstrumenten beitragen. Metzger | 199bpMusic is given a
Messianic, Utopian socio-political mission to opehe future
anticipatively by practising free social relations an experimental
basis. This understanding is explicit in Metzgewsitings and in
musical works by John Cage and Christian Wolffparticular. Such a
politically critical music, however, presumes tleapolitically critical,
anti-capitalistic stance can be taken as read ppliea as a criterion for
the making of progressive music. The liberatiosafinds from the laws
of harmony, as pioneered by Cage and taken up Iloy wthers, and the
liberation of people from social relations of capgt class oppression,
however, may not fit together in the way so eagitgsupposed and
wished for.
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In an essay published in 1976, Gerry Stahl addstadr interesting
aspect to the critical stance of the Frankfurt $thend its wake by
considering also, on the other side of the politab&ide, Heidegger,
who, especially in hidebound Germany, has beens¢pd®o sustained
campaigns of political defamation. One can noticeiiltration of
Heidegger also into Daniel Charles’ writings, metdbtle than that into
Stahl's. Stahl bears all the markings of a critiedd thinker willing to
appropriate certain aspects of Heidegger’s thinkamghe good cause of
social liberation. This is problematic insofar be tjuestion is not posed
regarding the freedom of human being as such; wtie unfreedom of
human being under capitalism is presupposed palliicpointing, in
turn, to a political revolutionizing of social rél@ans. The moot point is
the philosophical relationship between Marxian aHeideggerian
thinking, which can never be clarified from witrem assumed political
stance because, in posing the question of therluatogpossibility of
freedom, all political preconceptions must be sodpd as too
superficial for the task of thinking (cf. Eldred ®W2010). The very
question of free sociation — and with it the quastof the ontology of
social power (Eldred 2008/2011) — is at stake. Gaze has to focus on
that whichis — a question of epochal being — in order firstsee
humankind’s historical predicament and what it baglo with deep-
seated ways of thinking initiated in ancient Grpakosophy that are all
too blithely still assumed today as self-evident.

Stahl assigns to electronic music the task of eragpng “an origin-al
way of creatively dwelling in the world, of existally understanding
contemporary Being, and of receptively anticipatgew epoch. When
perceived as situated in industrial society, eteutr music, like
Heideggerian philosophy, evokes a radically différeform of
technology...” (Stahl 1976). He asserts that “tlanipulative techniques
of pop music serve to maintain existing power rets throughout
society. Their removal would clear the way for denatic alternatives
in the production, distribution, and consumptioncafture”. This has a
Marcusian flavour that mixes also with Feenbergstique of
technology (cf. Eldred 2009b) which proposes thmrhtion consists in
genuine democratization pervading also the econaspinere, replacing
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the capitalist ‘logic’ of profit maximization by politically democratic
organization of economic life, as if democratizater se could unleash
human freedom and that manipulative social powétioms derived
only from capitalists’ gainful strivings. Talk ofhfanipulation” suggests
a capitalist class conspiracy to dupe the massks,would be free if
only they could shake off their wage-labour shagkle

Stahl singles out “Karlheinz Stockhausen, lannisiaégs, and Pierre
Boulez” as the representatives of European eleictionsic who reflect
on “the tradition which Cage simply rejects”, thmgintaining a link to
it in “systematically criticiz[ing] the categoriewhich define their
heritage”. Stockhausen, for instance, is a pioredeelectronic music
who explores its possibilities experimentally. “Baaf Stockhausen’s
pieces, for instance, pursues a different ideathrnic permutation,
timbral variety, spatial movement, changing ess¢marameters: total
system, human improvisation, pure chance, degréefetermination;
vocal, orchestral, electronic, mixed sources.” Thastorical
preconditions for such experiments in electronicsimuinclude the
technological means for the unbounded manipulaiwdnelectronic
sounds and the exhaustion of the potentials oEtim@pean tradition of
harmonic music that provoked Schoénberg, Webernéd&aand others to
go beyond it. As a composer working after the regtiviorton Feldman
points out, “One of the problems about functionafmony is that it
hears for us, see. We no longer have to hear.'d(fka@h 1984 p. 159
cited in Staub 1992 p. 86) Harmonic music had becachchéd for the
ears.

There are, however, deeper-lying historical movdsemfoot
intimately related to the onset of the modern agelfiand a concurrent
transformation of the essencing of time. The ext@uasof harmonic
music, its supercession, its survival and contimgaknactment as a
beloved museum treasure in the world’s finest cdnballs and the
commodified popular song, all entertain subterranéias with the
closing of the gap between arithmetic discretenasd geometric
continuity under the impetus to gain a mathematigatd on motion
(Descartes, Newton, Leibniz). Time itself comesb® regarded as a
continuum of real numbers, rather than as the rhiytlbeat of a clock
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counting movement. This is the mathematical prettmmdfor coming to
terms with motion in time. In hiRegulae Descartes lays down the blue-
print for the mathematico-scientific modern agepogscribing that the
access to all phenomena shall be by way of magmit(Eldred
2009/2011 § 2.7). This mode of access ensuredrthrata given now-
point in real time, the dynamic state of a physgyatem at another time
can be precalculated through solving the pertiegpiations of motion.
In music, it is the score that prescribes a detasitei sonic movement
according to various sonic parameters.

Sound is just one phenomenon among many otherssteabjected to
a mathematical treatment by the science of phyagsa continuous
sound wave consisting of rapid oscillations of admm, usually air.
The mathematical analysis of sound waves becomesndaavour of
research that goes beyond what Pythagorean harhmamyo say about
pure sounds. Pure sine waves that can be chamstteby a single
frequency parameter signifying a pure pitch are movy one very
special case among sound waves that may consisthef most
complicated superpositions that include not justrtones describable
by harmonic ratios. The analytical insight into 8ds, including the
noise of everyday surroundings (street noise,itratiachines, factories,
trains, planes, sirens, etc.), makes them more aheno deployment in
musical composition, especially through the factttlappropriate
electronic technologies arise that can generateesvaaccording to
precisely calculable and controllable parameteduding frequency,
amplitude and superposition of many waves.

The anharmonic irrationality of noise is no impedimh to a
mathematical science of (continuous, but approxirabt digitizable)
sound waves and its auxiliary electronic generatobdnologies, so that
complex sounds come within the scope of such lbgioanpositorial
imagination. Sound waves, no matter how compler, lma generated,
composed and manipulated at will. The refinement amfalytic-
mathematical insight into sound waves even allowsngle sound or
tone to be explored musically (La Monte Young).offias, electronic
music corresponds tacitly to the Heideggerian gpet@estell) as the
essencing of modern technology.
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The mathematico-scientific access to beings as alewin the
Cartesian age discloses the stuff of music to badohat shows itself to
the mathematico-scientific composer's mind as sowavyes with a
certain mathematical description. During the cleesage of harmonic
music from the ancient Greeks through to the nardte century, the
stuff of music was tones that could be composed eoditrolled
according to certain laws of harmony that underwandification and
refinement throughout this epoch. Here, as elsesvherthis study,
harmony is understood to encompass not only thendraic ratios of
chords, the determination of scales, the quintutarcrelations among
keys, but also melody and the contrapuntal relatibatween melody
lines. Musical technology delivered instrumentst fwaduced tones of
pure timbre that were disclosed to the composeirslitnrough the laws
of harmonic ratio. Electronic music depends on lserrzative historical
disclosure of sound in which the parameters nunmbere than only
pitch and rhythmic duration as composed in notatedic.

If electronic music is an offspring of the set-tpattremains hidden as
such to today’s composers, musicians and audierm®s, does this
affect Stahl's and others’ claim on this advancedimas a vehicle for a
social critique of capitalism? This question canhetanswered within
music theory since it is a philosophical questioonaerning the
interrelations between the essences of technologly ai capitalism.
These are the set-up and the gainful game, respBgtwhich will not
be spelt out here (cf. Eldred 2000/2010). The codifitation of music
corresponds to, is a response to the gainful garhe. critique of
capitalism is not that of exploitative, surplusw@pumping class
domination, but of all-pervasive, desirous, gaiekseg across all
classes. The selling of music, both live and reedrds a process of
valuing and estimating that music on the markee giteater the popular
appeal of the music, i.e. the more clichéd the ,tuhe greater the
revenues. The proceeds of realized market valudiioon to musicians,
composers (songwriters), promotion and record comggaAn audience
only buys music in live or recorded form becaudsag some appeal that
Is always associated with some mood of other thatit of the feeling
for life of that audience. For the most part, musaters, or even
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panders, to bringing to resonance all sorts ofy&lar moods that are
part of everyday living in our age, reflecting thmods of the age and
thus confirming, and even engendering, personaitifiigations with the
world. Popular music is and must be entertaining. stich, there is
nothing avant-garde about such musics, althoughethee ever new
waves of popular music arriving that are fashiopadotd faddishly in
tune with current social vibes.

The commodification of music is enabled especially its
reproducibility which, in turn, goes hand in handhathe electronic
technologies enabling such reproduction. Electromuasic itself is
peculiarly suited for reproduction, being as it'leud-speaker music’
whose signals can easily be recorded, processednared. The
reproduction of recorded music is even able towapthe spatiality of
multiple sound sources to an extent through stéra@aip, quadrophonic,
etc. recording and playback. There is a convict@mong many
composers and musicians, John Cage being a prommexample, that
only live music is genuine music. Some of Cage’ssimtamous
compositions such as his variousaginary Landscapedurn electronic
devices such as radio receivers, magnetic tap@y| vecords, into
sources for live music performances by subvertmgrere playback of
a recording through techniques of random mixingpanticular, akin to
collage techniques in fine art.

No doubt there is a considerable difference betvieerperformances
of any kind of music and the playback of a recagdiwhether it be a
studio or live one. Many musicians can only make rtiusic they make
by performing it live, experiencing that live musi@atmosphere, so that
a live recording is only a secondary by-producphate documentary.
Listening to recordings is generally done in onetsvate sphere,
whereas live performance has a public — two entirdifferent
atmospheres. In today’s electronically facilitatedrld, however, the
experience of listening to music is overwhelminglye of listening to
‘canned’ music. Much music, whether avant-gardessical or pop,
would never come to the ears of listeners withcetordings and
electronic media. Today’s multiple media of musissdmination
convey also a music's vibe to which listeners atufRecording
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techniques have become technically superb. Thesyleaof listening to

music of all kinds remains healthy, even and esgfllgainder historical

conditions of its reproducibility. The mass diffasi of music through

recordings and mass media, whether it earns monaptpcan perhaps
justify itself through the few thoughtful, listegrears that will hear also
the most interesting avant-garde compositions.n\h aase, to proclaim
live music to be ‘authentic’ and recorded musidé&‘inauthentic’ is a

too easy dichotomy.

So-called cerebral music that arises through redlecon the deeper
structures of music and attempts to explore beybiedlimits finds it
difficult to survive through audience appeal, sirtcgounds strange, not
resonating with any familiar mood and not repeatirdj-loved, familiar
musical clichés. Nevertheless, such pioneering eniavely opens the
way to the appropriation of strange new soundsfthdttheir way also
into popular musics as sound effects, adding aespicinnovation to
familiar, done-to-death harmonic formats. Avantetg|rcomposers
compose not for money, but for the sake of enjoyangreative life of
sonic exploration. There is willing renunciationtims. An avant-garde
composer needs to find a niche in civil societyvpdimg enough income
to support a creative composer’s life. Therein les critique of
capitalism per se, since it is the reified, monesdrated interchange of a
liberal capitalist society that spawns the modestagre or comfortable,
interstices of individual creative freedom (Eldr2d08/2011 Chap. 11
vi) et seq.).

11.4.2 An attunement to being through electronic mic?

Although Stahl's 1976 article is entitled, ‘Attunetb being:
Heideggerian music in technological society’, vdityle is said of
attunement at all, let alone in relation to theumator essence of
electronic music, which is at the focus. The onassage referring to
attunement reads:

The secret of composition, says Adorno, is the pdweransform the material
in the process of progressive adequation. Wheracliieves this, electronic

music provides a model of an openness to Being lwHarswears the
imposition of will in favor of an appropriation wth lets Being be what it
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historically could be. Here, more than in any ofidégger's own writings, it
becomes clear how much fine-tuning attunement regui
How does electronic music, of all musics, renouane‘imposition of
will”? If successful composition consists in “thewger to transform the
material in the process of progressive adequatiboly is this not a
fashioning of the material according to the essafoeincig? And to
what is the material fashioned and manipulated uipno“progressive
adequation” if not to a guidingdéa., a sight of being, that the composer
has in mind? Electronic music’s composition, Staaims, is ‘tastefully’
varied according to the procedure, “techniques esiggl by the
electronic instruments are tried out, judged bydae varied, explored.”
“Attunement” in the above-quoted passage must berpreted in the
sense of “adequation” and ‘being in tune with’, siiply as mood.
Why is electronic music at all especially attuned“what it [Being]
historically could be”? Since electronic music deabtotal analytic
control over sounds, even more so than serial muwev could it
amount to a letting-be? In breaking with the law&armony, electronic
music “is determined to eliminate the subjectivdéifulness inherent in
the suppression of all noise”, thus admitting nagsemusical. This
admission of noise, however, “requires increasedtrob over its
materials”, which Stahl seeks to justify by refegito an unconvincing
dialectical figure in Adorno:
Only a music which is master of itself would alse mmaster of the freedom
from every constraint, even from its own. This dals the analogy that only in
a rationally organized society would the necessiitgppression by organization
disappear along with want. [...] The consequenceanistic technique as
truthful domination is always simultaneously alsoapposite, the development
of the subjective sensibility into a receptivitymard the impulse of that which
is not itself subject. (Adorno 1963 p. 432)
Adorno’s notion of “truthful domination” is one akensitive adequation
to the musical material in line with the traditibequinan formula for
the essence of truth as veritas est adaequats itellectus. It is hardly
radical, especially when paired with a problemédith in a “rationally
organized society”. How this continued Adornoearnthfain the
metaphysicalléyog is to be reconciled with Heidegger's momentous

attempt to overcome, or slip around theyoc and the determination of
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human being asd {wov Ab6yov &yov remains unanswered in Stahl’s
essay. The\oyog, rationality androincic remain at the core of both
Adorno’s and Stahl’'s determination of the essenamfignusic, thus
passing over the access to being’s temporal quigettiself through
attunement that can never be gathered and broogatdtand by the

AOYOC.
What being could be historically — for Stahl as vasd, presumably,
for the Frankfurt School — is generalized democréiat encompasses

also the economy, thus overcoming class dominatoprospect Stahl
finds neglected in Heidegger’s thinking. Such aliee subjectivity is
not a particularly radical prospect, and it depermas suggestively
equating democracy with freedom, a highly contergipostulate. The
qguestion is rather, is humankind at all capable dedirous of an
alogical freedom whose very sense first has to st through long
disputation with the philosophical tradition. Moweo, if attunement is
taken to mean being in tune with being’s reverhenat throughout
time-space, what does this have to do with attumé¢ras the moodful
way in which the world opens up for historical humteeing?

11.4.3 Audible ecosystemics (Di Scipio)

The still metaphysical, productionist emphasis lactonic music on
the electronic control of sound waves is tenddgtislibverted in some
of the electronic “audible ecosystemic” composisioof Agostino Di
Scipio which also demonstrate that music is not éRkpression of a
composer or musician subject’s interior, but degandhe first place on
a receptivity for the world. Di Scipio has develdpelectronic works
which depend on the ongoing acoustic feedback fraenvironment in
which they are set up. Feedback loops alter whaicrazan be heard by
the listening audience whose audible movements dbbms feed into
the live ‘performance’ of the electronic circuitdence he says of one of
his works:

Stanze Private - Private Roomasplifies the noise inside these small rooms,
these few transparent jugs and glass ampoulesitAamiplifies the noise in the
surrounding environment, in the largest room whbeeinstallation is placed. It

produces sound from the audience. We as listerm@rsat only be part of this
small ecosystem, our physical presence alters dbastics of the surrounding
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space, altering the dynamic. [...] Often | deteatirgls reflecting the social
function of the surrounding space, but small souhds are typically removed
from our auditory experience - acoustic scrapsicsgarbage. These sounds are
analyzed by a computer, with digital signal prooegsmethods, so the
computer measures some features of sound, anthtbanhation is finally used
to drive the process of generation and transfoonatf the environmental
sound itself. [...] the computer process is rendlesgace-dependent, adaptive.
(Di Scipio 2009)
One can see that in this sophisticated electrorickwthe electronic
control of sound is employed to renounce contr@raonic happenings.
It also demonstrates, in contrast to subjectivigiressionist conceptions
of music tied to modern aesthetics, that musicosscsart is generated
by human being-in-the-world and human receptivatyhis being-in-the-
world. The subject-object split that has become ldynunquestioned
second nature everywhere in today’s thinking becouomenable in this
work if one is prepared to reflect upon it.

The assertion by Di Scipio’s interviewer, Marco Magso, that
“Stanze Private - Private Roomses sound as a medium and a means of
emotional communication, as a real transfer of ehal information.”
(ibid.) is therefore questionable in multiple wais.sound “used” as a
“medium” and “means” of “emotional communicatiororfa “transfer”
of “information”? All these terms belong to the wabwulary of
subjectivist-productionist-metaphysical aesthetiaad do not do the
sonic work itself justice. To regard sound as adimm” for transferring
“information” is to overlook that sound does notvlato ‘mean’
anything, not even emotionally, but that it quivensodfully with the
world. To claim that the work amalgamates multiphels “into a single
emotional and aesthetic” experience and employg ‘$bund as a
material in space” is a hackneyed way of thinkiRgther, the work is
more appropriately conceived as a live interplaypmagits elements: the
‘noisy’ listeners, the walls of the room, the nod#sthe electronic
network which has been tuned by trial and errodabver acoustically
acceptable results for listening ears (e.g. not gar drums) that are
accompanied by attunements beyond electronic dontro
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11.4.4 A musical subversion of harmonically logicatime
(Feldman)

Several composers of New Music such as Cage, Waiff Nono
understood their composing also in political ter@age and Wolff, for
instance, debated the merits of anarchism vs. Isuiaand both
conceived compositions that were intended to gdtei anarchist or
socialist social practices. This does not applyn® Jewish New York
composer, Morton Feldman, who was concerned wighpibssibility of
composing music when “after Hitler perhaps thereust no longer be
any art”. (Feldman 1972 p. 154, cited in Staub 1p920). In the same
interview Feldman says, “in a certain way | moutrrj fhat Schubert has
left me”. Feldman’s composing still lives from tlggeat period of
nineteenth century German music from which, after ‘death of art”,
he wants to salvage “these very few things venerms to me [so
that...] it can go on working at least a while lerig(ibid., cited in Staub
1992 p. 49). Feldman relates his composing to ohethe most
momentous and disastrous political events in hystoNational
Socialism, that has tarnished and discreditedptfvoided, everything
German, including even great German music. Feldsnamisic, like
Christian Boltanski's art, thus has a relation itoet, namely, the time
afterthe disaster.

This disaster, however, may have a deeper conmedto time,
unbeknowns to Feldman himself, than being situatithin a sequence
of world-shaking political events. An historicaltrsformation in the
essencing of time in connection with the historicahsummation and
demise of the Westerihdyoc is not accessible to historiography’s
investigation into and recounting of events, bulyaw philosophical
thinking that traces the deeper, scarcely percleptibovements in
historical time itself that leave a mark in certaimlosophers’ thinking.
Cage has been presented above as a composer whookas radically
with the hegemony of the harmonic arithmetéryoc in music that relies
on counted time. He lucidly formulates in thoughtfiords of Buddhist
inspiration what he is doing in his art, leavingtasonnect the dots as
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to what this means for the essence of Western mwsich, as already
pointed out, is nothing musical.

With Feldman, the break with th&byoc is not so visible and
demonstrable, nor spectacular, but it is there rasdles hidden in the
enigmatic nature of his music. He does not intredaicy new system of
music, nor even any new principles, nor is he yeaslstraightforward a
presenter of his guiding thoughts as Cage is. fig€es are not serial,
not programmatic, not aleatoric, and not even pusttern or historical.
They do not refer unambiguously to anything and rasetheoretically
secured.” (Seine Stucke sind nicht seriell, nicttigpammatisch, nicht
aleatorisch, und auch nicht postmodern oder hg&tbriSie verweisen
auf nichts eindeutig und sind theoretisch nichteslighert. Staub 1992
p. 57)

As Staub lays out in his careful, detailed studgldfman takes the
traditional system of harmonic music, including it®nventional
notation, andquietly and subtly subverts its harmonic intervals and
rhythmic patterns so that they wobble and quiveafmther acoustic
time. Thus, for instance, the counted measuredohn &ar in the score of
the eighty-minute-londJntitled Compositionfrom 1981 which Staub
investigates, first concentrating on a detailedymmof pages 17 and 18
of the score, changes bewilderingly from bar to. Bar example, there
are the 9 bars of the third pattern on p. 17 ofsttwe with the sequence
3/16, 2/4, 3/16, 3/8, 1/4, 5/16, 1/8 3/16, 2/4.haligh there are
repetitions of single bars, these crop up and gsapunexpectedly. The
repetitions of groups of bars such as the nine imead above are
permutations with ‘neither rhyme nor reason’. Theeiplay between
piano and cello is, for bars on end, a back-anthfbetween just two
tones, d2 on the piano and f2flat as harmonic on the cellbere at
first it is a mystery why the cello’s note shoule hotated as f2flat and
not simply as e2, its logically notated equivalienthe harmonic scale.

Although notated in the conventional harmonic systéhe music’s
rhythm is quietly broken by continual irregularitiithough acoustic

29 c2 denotes the ¢ an octave above middle ¢ (c1)¢é$can octave below

middle ¢, C two octaves below.
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time, i.e. the duration of notes and rests, comsnio be counted by bars
and within bars, it is an irregularly counted timeth a wobble,
aperiodic, without a recognizable pattern. Staudlofing Feldman
himself, interprets the insistent repetition ontemtion of the interval
between d2 on the piano and f2flat on the cellthasoffer to perceive
this small interval of a minor second in hundreéisliferent shades of
colour, just as the naturally dyed colours of aKislr carpet, whose
fabric is dyed in only small lots, vary in the fgteof gradations and are
woven into the carpet in such a way that an irragulinforeseeable,
intricate chromatic pattern results “that gives thesic colour a quite
definite sheen and shimmer” (Sie [die Farbabstudnihgerleinen der
Grundfarbe einen ganz bestimmten Glanz und SchimBtaub 1992
p. 78). The cello offers the possibility of playifgflat in a thousand
finely differentiated ways, whereas the piano, véhtaged strings are hit
by felt hammers, is tied to its tempered d2. “When’re working with
a minor second as long as I've been, it's veryywside.” (Feldman
1984a p. 114/192 cited in Staub 1992 p. 52)

Even within harmonic theory, there is no unambigudwarmonic
definition of the minor second interval as an amiétic ratio. It could be
16:15, 17:16, 18:17, 19:18, 20:19, 21:20, 22:2114514:13 or even
13:12 (Staub 1992 p. 54). The countable succesgmsrforming the
basis of the harmonic system elide into a hardetind, broken
continuity as the successor ratios approach uratyd this is the
indefinable ambiguity with which Feldman works,oaling the music to
ring out in myriad different tonal shades in an naajctable, arhythmic
time. Although the interval between d2 on the piama f2flat on the
cello is mostly played in that order, suddenly iayminvert to its
opposite, and then revert to the original order.ti@r pair of notes is
interrupted unexpectedly by a single note followsda bar of rest.
Although there are patterns, they are irregular sulgject to countless
fine variations on repetition.

Feldman, however, avoids speaking of variation epetition when
referring to two aspects of twentieth century mus@ne is change,
variation. | prefer the word change. The othereiseration, repetition. |
prefer the word reiteration. [...] The change tih@toming that which
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then becomes reiteration, and the reiteration aging. [...] So it's the
same, but yet it's not the same.” (Feldman 1984a2pp, 193) The
reiteration of patterns leads to differentation.ntA| want to see
‘differentiation’...” (ibid. p. 186) The word vari@n suggests there is an
underlying, unchanging principle that is varied, iasvariations on a
theme, but Feldman’s enigmatic music has no priacdipthis sense. He
therefore also avoids speaking of concepts, praterrinstead
acoustically realistic things that grerceived
The piece last night [String Quartet (11)] is inved with two aspects which |
feel are less conceptual and more realistic. I'tergsted in realistic things,
actually. We’'ll talk about concepts. So | try not give something a name.
That's very, very, very important for me. (ibid.184)
Avoiding concepts and words amounts to avoiding Abgog and its
underlying hold on the music as a principle. In tptace of
methodology, serial, aleatoric or whatever, Feldrhas a perceptual
focus that shifts unmethodically in processes threslation. “What | do
then is, | translate [...] Always retranslating ahén saying, now let's
do it with another kind of focus.” (ibid. p. 186)h& avoidance of
concepts and names accounts also for his discatdeaping style in
lectures and writings.

Later in the score obntitled Compositionthe piano starts playing
chords, broken chords and arpeggios whose notesotidit together
according to any of the harmonic laws. They ar¢heeiharmonious nor
dissonant because they are simply outside the hmacnsgstem. And yet
they gather themselves in their reiterations and fietranslations into
their own acoustic unity as if they had their owlilosyncratic, strange
logic. So in this way, too, Feldman composes natEprding to some
‘as if’, pseudo-harmoni&.6yoc. The harmonic system is thus subverted
in its two fundamental dimensions, of counted rhytand of tonal
intervals derived from arithmetic successor ratibsere is no simple,
nor even complex principle from which the compasiticould be
derived. “One cannot help but notice in the cowfseriting a piece that
some underlying principle seems to be there. Ndw, question is to
what degree you want to embrace this underlyinghcgle. [...]
Sometimes you meet it halfway. Sometimes you joaks its hand and
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it leaves...” (Feldman 1976 p.4 cited in Staub 2199. 46) The
composing just happens through acutely focusedtaite goes on and
on, and “dies a natural death” (Feldman 1984a B, 2iied by Staub
1992 p. 57). Thé\déyoc of Western harmony does not hold sway in
Feldman’s music, although it is hard to put on@igér on just how this
takes place, since the music proceeds so quietlselfrassuredly.

The music is enigmatic because reason (ratigypc) cannot see and
define the basic counted rationality in it, neithdrythmically nor
harmonically. The counted rhythm becomes jumbleadl] #he fine
gradations of tonal interval lead the harmonicosad absurdum. There
are definitely patterns in this music, but they eoatinually shifting in
subtle ways that the ear can scarcely follow, lehe@ make sense of.
Acoustic time itself quivers differently in Feldnmiamusic, beyond the
control of theAoyog, granting moods that neither fit the conventional
emotional logic of beloved Western harmony nor penmreflective
jubilation, hubris or brash self-confidence.

11.4.5 “The composer makes plans ... Music laughs(Feldman)

Feldman is aware of the dilemma in which music dindelf after the
rupture with harmonically logical music, and he Wwsoof the Greek
origins of music, “that for something to be beaultifit must also be
sensible” (Feldman 1985 p. 113), and that musitogical” (ibid.), so
that “all we are left with is just this duality —f precise means creating
indeterminate emotions” (ibid.). This is a tradmab, productionist
conception of music-making, with “emotions” as theleterminate
product, i.e. the musical logic, although harmoltygarecise, is not able
to precisely bring forth determinate emotions, jast theteyvn of
rhetoric aims at, but cannot reliably bring fortltextain pre-envisaged
mood in the audience.

Feldman does not distinguish between the subjsttoonception of
emotion as something in the interior of a subject the phenomenon of
a mood hanging atmospherically in the air, and ihisecause he does
not distance himself from the metaphysical splitwaen subject and
object that arose only in the modern age, which ,néev him,
corresponds to a “duality” or “dichotomy” betweesgical, harmonic
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means and indeterminately produced emotions. Th& Meisic was
supposed to leave this dichotomy behind, but “a wéshotomy was
about to take place” (ibid. p. 114) consisting anstrange resistance of
the sounds themselves to taking on an instrumeaaéaltity. It was as
though, having had a taste of freedom, they nowtecamo be really
free.” (ibid.)

This is reminiscent of Cage’s intentions to liberatounds, but
Feldman distances himself from both Boulez and Gag#aiming that
“It is not a question of a controlled or a de-colied methodology. In
both cases something is being made. And to makeethamy is to
constrain it.” (ibid.) This echoes the Greek praddst understanding
of being — the form or1déa is the guiding sight for fashioning the
material into the limits{epac) of the final product — and at the same
time hints that Feldman is trying paradoxicallydo something other
than constrain sounds within the limits of a comipms. He is disturbed
that “instrumental color robs tlsmundof its immediacy. The instrument
has become for me a stencil, the decepikenessof a sound.” (ibid.)
‘Stencil’ is akin to ‘cliché’. Feldman wants to &mte musical sound
from clichés, but he is at a loss as to how tohds. tHe “began to feel
that the sounds were not concerned with my ideasyofmetry and
design, that they wanted to sing of other thindmit at the same time,
“to think of a music without instruments is [...Jile premature” (ibid.).
“Ideas of symmetry and design” are formal ideass, Ldean or sights
that enable a work to come to stand and show ifseth within its
defined limits and thus tbe And yet tobe a composer, Feldman must
put together sounds, and that not merely at ran@olitrarily. Hence he
says:

| have found no answer to this dilemma. [...] k®s to me that, in spite of our
efforts to trammel it, music has already flown ttw®p ... escaped. There is an
old proverb: ‘Man makes plans ... God laughs’. Thenposer makes plans ...
Music laughs. (ibid.)
Here we have it: in the very first and originaryag#, music is not a
human product made under the guidance of leadiegsidout is prior to
composed and musicked music. The composer musthi@a music’s
moodful quivering in order to notate it. The souoidmusic sounds
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soundlessly to the composer’'s ear, and Feldmansisirded by the
translation of the musical into the instrumentalirsd which, he says,
“exaggerates the sound, blurs it, makes it larpantlife, gives it a
meaning, an emphasis it does not have in my daid.{i Urmusic resists
being heard instrumentally, sensibly. Yet it is fdeby the human ear.
The mind’s ear is attuned to urmusic and attuned. Byhis urmusic has
no meaning; it does not point to anything meanihghfat could be
understood and put into words. The only way it caake way to the
human ear is through the attunement which urmusjaigering grants
and to which human being is open. Only thus is hub&ng originarily
musical, and not through making music, which istfa consequence of
this originary openness and exposedness to urmusic.
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