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Fragment I

LadiesandGentlemen,

In orderto understandsomeaspectsof acontemporaryproblemit occasionallyprovesto behelpful,if one
directsone’s attentionto a somewhatsimilar problemof the immediatepast.Especiallyif onesuspects,
thatthepastproblemhasremainedunsolved,in thatit pleasedaprogressiveaudienceto getusedto it and
thereafterto enjoy it exactlyasanunsolvedproblems.

Mahler’sfamousremark:Meine Zeit wird noch kommen! (My timeis yet to come),wouldin thissense,so
it seemsto metoday, bearsomeinvestigation. Seeinghow frequentlyandwidely his musicis performed
now, onemighteasilysaythat,at last,Mahler’s timehascome.But whatwould thatmean?Certainlynot
morethanwhateverymasterof musicalcomposition couldhavesaid,whenreflecting on thetime it takes
until societyis willing to absorbwhat is new to its concepts.To beprecise,I evenshouldsaythat it take
sometimeuntil societyis willing to absorbwhatwas new to its concepts,but is notnew anymore.

MaybeMahler, countingthenumberof performancesof his works,wouldbesatisfiedtodaythathis time
hascome.Not only becausehemight believe thatbeingpopularmeansto beunderstood,but alsobecause
he might know that whenhis works areplayed,they function in societyandtherebygain influenceon
society, evenif societymaynotalwaysbeconsciousasto theextentof this influence.

Themoreonegetsusedto something, thelesschanceis there,thataneffort is beingmadeto understand
thefull implicationsof theimpactit createdbeforeonegotusedto it. My opinionis: thatMahler’smusic
hasmadeits way largely, becausesocietyfound several waysto enjoy it without understandingit; that
even thosewho like his musiconly toleratein loyalty, thatwhich is intolerableto thosewho dislike his
music.

It hasbecomea traditionto eitherattackor defendtriviality, banality, sentimentality, unjustifiablelength,
orchestralpompandthe like in Mahler’s music. It remindsmeof presenttimesandthehopelessdiscus-
sionsaboutindeterminatemusic,in which thepartnerstry to determinethepoint at which what is called
freedomby oneturnsinto what is calledarbitrarinessby theother. In fact therecannotbe any real dis-
cussion.For every musicianwho is freeto choosethemomentwhento play a certaintone,manifestshis
freedomif it makesadifferenceto him whichmomenthechooses.If it makesnodifferenceto him andhe
still playsthetone,thenhemanifestsarbitrariness.It frequentlyhappensthatamusiciancarefullychooses
a momentfor his tone,but thatat thesametime to a listenerit doesnot make any differencewhatsoever
whenthis toneis played.In this caseof coursethemusiciansmanifestation of freedomwill beperceived
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by that listenerasa manifestationof arbitrariness.Thereis no way out of this plausiblecourseof mutual
misunderstanding,unlessoneslowly startsto assumethatmusicians,poets,dancersandpaintersmoreof-
tenthannotarepeopleto whom,for maybeunfathomablereasons,it makesa lot of a differencehow and
whenandwherea toneis played,aword is said,amovementis made,ashape,adesign,acolor is placed.
Thequality of theresults,however, dependslastly on thewidth of choiceat thedisposalof theonlooker
or listener. Themorepossibilities a mansees,the fuller of meaningbetweenhis final selective act. The
functionbetweenwidth of choiceandprecisionof selectionrepresentsthequality of a person’s freedom.
People,who dislikedthemusic of Schoenberg, calledit, at first, arbitrary. After having beentaught,that
“arbitrariness”wascompletelylacking in Schoenberg’s work, thesepeoplewerevery disappointed,and
from thenondespisedSchoenberg’s musicas“contrived”. They meantandstill meanthesamewith both
terms:namely, thatthecomposerhaschosento organizehismaterial,whichheknowsverywell, in away
which thedissatisfied peopleneithercouldnorwouldhavechosen.

Fragment II

LadiesandGentlemen,

Everybodyknows how very difficult it is to exactly understandthe true reasonsfor even the simplest
humanactions.Thegeneralattitudetowardsthis problemcanbedescribedasfollows: If I seea person
do something,andif I find in myself oneor two reasonsfor which I might do the same,thenI assume
to understandhis actionsasconsequencesof my oneor two reasons.If I find my reasonsfor his actions,
I shall considerhis actionsasunderstandableandasreasonableactions. This generalattitude helpsto
getalong,but doesnot leadto anexactunderstandingof whatmy becalled“his reasons”,which maybe
differentfrom mine.All of ushaveatsometimeor otherdefendedamovie or aplaywhichwedid not like
at all, just becausesomebodydislikedit for whatwe consideredthewrongreasons.Speakingfor myself,
I should like to defendBach,Mozart,Beethovenandevensomeof our contemporarymastersagainstthe
abominableattackslaunchedagainstthemby their adoringlovers. I do think thatmany anagreementon
quality, beautyandpower of communication wasreachedjust becauseone did not investigatethe other’s
reasonsfor agreeing.My reasons,yourreasons,hisreasons:Threedifferentsetsof thought,threedifferent
waysin which to go,threedifferentwishesto appear.

Whenever I speakof ElectronicMusic, thequestionmostfrequentlyaskedis: Will synthetic soundeven-
tually replaceandmake obsoletethesoundof musicalinstruments?— This questionshasa background
of respectableimplications.Man likesto understanda thing. Otherwisehemight getafraidof it. But he
cravesnot only for the knowledgeasto what the thing is andmeans, but he is alsovery keenon estab-
lishing, whatthething is not, anddoes not mean. Therewe havea tendency which impliesthata thing is
not only what it is, but is alsotheonly exceptionin a world which it is not. (If thereis to beelectronic
music,how is thereto be instrumentalmusic too?) Most definitionscontainsomeelementwhich hasan
excludingcharacter. I’m not attackingthis principle. But I do doubtits validity whenthe definitionby
exclusionbecomesuppermost in the mindsof peoplewho do not masterthe definitionof the thing that
is. Many people,whowouldproveunableto explain to mewhatmusicis, wouldwithout rehearsalsinga
perfectunisonochantif askedwhatis not music.

Theusualandubiquitousattitudetowardsnew music consistsof two sentences:A) If I wereacomposer, I
shouldneverhavecreatedthis. B) It is notmusic.And thenthey goon from there.All of these[attitudes?
(illegible)] forget,at least,two things. They forget to forget their own reasonsandto find “his” reasons,
andthey forgetto definemusic, or the“it” in thesentencewhichsaysthat“it” is notmusic.
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This processof forgettingis the mainstay of traditionand,on a far lower level, of conventionality. It is
an indisputablefact that the evaluating quality of traditioncanfunctiononly wherethe functionswhich
broughttraditionalquality aboutarecompletelyforgotten. It is in this sensewhenI say: To remember
sometimesdefinitelymeansto forget.

And herewe have a key to someefforts which have beenmaderecentlyby composersof music. Now I
do not claim to know all their reasonsfor actingtheway they do. But I do claim to have foundreasons
for which I mightdo whatthey did. All I cando is to proposeto you somewaysof reasoningwhichmay
leadyou to assumethatyouunderstandwhatthey, thecomposers,meantto do. And sinceall artshappen
in anassumedworld of apparentreality, I do think it fair if all reasoningaboutit take placein a world of
assumedunderstanding.If this world shouldbeadministrateda littl e betterthantherealone,we maybe
satisfiedfor amoment.

Oneway to preventlistenersfrom forgettingsomething is to give themnothingto remember. Now this is
a very crudeway. No creative artist is really ableto contemplatesuchextremeprocedure.But hemight
feel compelledto constructwalls andfilters betweenhis communication andthe intendedrecipient,so
thatnothingarriveswherenothing is askedfor, andthatall arriveswhereall is askedfor. It is thusthatan
abyssis denouncedby many a music critic, wherein all actualitya bridgeis built. A conditionalbridge,
of course.
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