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Fragment |

LadiesandGentlemen,

In orderto understandomeaspect®f acontemporaryproblemit occasionallyprovesto be helpful,if one
directsone’s attentionto a somevhat similar problemof the immediatepast. Especiallyif onesuspects,
thatthe pastproblemhasremainedunsoled,in thatit pleaseda progressie audiencdo getusedto it and
thereaftetto enjoy it exactly asanunsoledproblems.

Mahler'sfamousemark:Meine Zeit wird noch kommen! (My timeis yetto come) wouldin thissenseso
it seemdo metoday bearsomeinvedigation Seeinghow frequentlyandwidely his musicis performed
now, onemight easilysaythat,atlast,Mahler’s time hascome.But whatwould thatmean?Certainlynot
morethanwhatevery masterof musicalcompositon couldhave said,whenrefleding onthetime it takes
until societyis willing to absorbwhatis new to its concepts.To be precise| evenshouldsaythatit take
sometime until societyis willing to absorbwhatwas new to its conceptsbut is notnew anymore.

MaybeMabhler, countingthe numberof performancesf his works, would be satisfieckodaythathistime
hascome.Not only becausdie might believe thatbeingpopularmeango be understoodbut alsobecause
he might know that when his works are played,they functionin societyandtherebygain influenceon
society evenif societymaynotalwaysbe consciousasto the extentof thisinfluence.

The moreonegetsusedto somethily, the lesschances there,thatan effort is beingmadeto understand
thefull implicationsof theimpactit createdoeforeonegotusedto it. My opinionis: thatMahler’s music
hasmadeits way largely, becausesocietyfound several waysto enjoy it without understandingt; that
eventhosewho like his musiconly toleratein loyalty, thatwhich is intolerableto thosewho dislik e his
music.

It hasbecomea traditionto eitherattackor defendtriviality, banality sentimentaty, unjustfiable length,
orchestrapompandthelike in Mahler’'s music. It remindsme of presentimesandthe hopelessliscus-
sionsaboutindetermiratemusic,in which the partnerdry to determinethe point at which whatis called
freedomby oneturnsinto whatis calledarbitrarinesdy the other In facttherecannotbe ary real dis-
cussion.For every musicianwho is free to choosehe momentwhento play a certaintone,manifestshis
freedomif it makesadifferenceto him whichmomenthe chooseslif it makesno differenceto him andhe
still playsthetone,thenhemanifestsarbitrarinesslt frequentlyhappenshata musiciancarefullychooses
amomentfor histone,but thatat the sametime to alistenerit doesnot malke ary differencewhatsoger
whenthis toneis played.In this caseof coursethe musciansmanifestaton of freedomwill be perceved
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by thatlistenerasa manifestatiorof arbitrarinessThereis no way out of this plausiblecourseof mutual
misunaerstandingunlessoneslowly startsto assumehatmusicianspoets,dancersandpainteramoreof-

tenthannotarepeopleto whom,for maybeunfathonablereasonsit makesa lot of a differencehow and
whenandwhereatoneis played,awordis said,amovementis made ashapeadesign,acoloris placed.
The quality of the results,however, dependdastly on the width of choiceat the disposalof the onlooker
or listener The morepossibilties a manseesthe fuller of meaningbetweenhis final selectve act. The
functionbetweenwidth of choiceandprecisionof selectiorrepresentshe quality of a persons freedom.
Peoplewho dislikedthe must of Schoenbag, calledit, atfirst, arbitrary After having beentaught,that
“arbitrariness”wascompletelylackingin Schoenbeay’'s work, thesepeoplewere very disappoited, and
from thenon despisedschoenbey’s musicas“contrived’. They meantandstill meanthe samewith both
terms:namely thatthecomposehaschoserto organizehis material, which heknows verywell, in away
whichthedissatisied peopleneithercouldnor would have chosen.

Fragment ||

LadiesandGentlemen,

Everybodyknows how very difficult it is to exactly understandhe true reasondor even the simplest
humanactions. The generalattitudetowardsthis problemcanbe describedasfollows: If | seea person
do somethingandif | find in myself one or two reasondor which I might do the same thenl assume
to understandhis actionsasconsequencesf my oneor two reasonslf | find my reasongor his actions,
| shall considerhis actionsas understandabland asreasonablactions. This generalattituce helpsto
getalong,but doesnotleadto anexactunderstanding@f whatmy be called“his reasons”which maybe
differentfrom mine. All of ushave atsometime or otherdefendeda movie or a play whichwe did notlike
atall, justbecausesomebodyislikedit for whatwe consideredhe wrongreasonsSpeakingor myself,
| shoud like to defendBach,Mozart, Beethowenandevensomeof our contemporarynastersagainsthe
abominablettacksaunchedagainsthemby their adoringlovers.| do think thatmary anagreemenbn
quality, beautyandpower of communicatio wasreachedust becausene did notinvestpatethe other’s
reasongor agreeingMy reasonsyourreasonshisreasonsThreedifferentsetsof thoughtthreedifferent
waysin whichto go, threedifferentwishesto appear

Whenerer| speakof ElectronicMusic, the questiormostfrequentlyaskedis: Will synthetc soundeven-
tually replaceandmalke obsoletethe soundof musicalinstrunents?— This questionhasa background
of respectabl@mplications. Man likesto understandh thing. Otherwisehe might getafraid of it. But he
cravesnot only for the knowledgeasto whatthe thing is andmeans, but he is alsovery keenon estab-
lishing, whatthethingis not, anddoes not mean. Therewe have atendeng which impliesthatathingis
not only whatit is, but is alsothe only exceptionin a world which it is not. (If thereis to be electronic
music,how is thereto be instrunentalmusic too?) Most definitionscontainsomeelementwhich hasan
excluding character I'm not attackingthis principle. But | do doubtits validity whenthe definition by
exclusionbecomesuppermosin the mindsof peoplewho do not masterthe definition of the thing that
is. Many people who would prove unableto explainto mewhatmusicis, would without rehearsasinga
perfectunisonochantif askedwhatis not music.

Theusualandubiquitots attitudetowardsnen must consistf two sentencesA) If | wereacomposerl
shouldnever have createdhis. B) It is notmusic.And thenthey goonfrom there.All of thesgattitudes?
(illegible)] forget, at least,two things They forgetto forgettheir own reasonsandto find “his” reasons,
andthey forgetto definemusc, or the“it” in thesentencavhich saysthat“it” is notmusic.
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This processf forgettingis the mainsay of traditionand,on a far lower level, of conventiorality. It is
anindispuablefactthat the evaluating quality of tradition canfunction only wherethe functionswhich
broughttraditionalquality aboutare completelyforgotten. It is in this sensewhenl say: To remember
sometinesdefinitelymeango forget.

And herewe have a key to someefforts which have beenmaderecentlyby composer®f music. Now |
do not claim to know all their reasondor actingthe way they do. But | do claim to have foundreasons
for which I mightdo whatthey did. All | cando s to proposeo you somewaysof reasoningvhich may
leadyou to assumehatyou understandvhatthey, the composersmeantto do. And sinceall artshappen
in anassumeadvorld of apparenteality, | dothink it fair if all reasoningaboutit take placein aworld of
assumedinderstandinglf this world shouldbe administrated littl e betterthanthe realone,we maybe
satisfiedfor amoment

Oneway to preventlistenersfrom forgettingsomethng is to give themnothingto rememberNow thisis
avery crudeway. No creatve artistis really ableto contemplatesuchextremeprocedure.But he might
feel compelledto constructwalls andfilters betweenhis communcation and the intendedrecipient,so
thatnothing arriveswherenothirg is askedfor, andthatall arriveswhereall is askedfor. It is thusthatan
abyssis denouncedby mary a must critic, wherein all actualitya bridgeis built. A conditionalbridge,
of course.
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