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THE FOURTH AGE

THE AGE OF TECHNIQUE AND OF
GLOBAL INDUSTRIAL CULTURE



THE BEGINNING OF A NEW EPOCH

Although the determining trends of the 20th century in the main
consider themselves revolutionary and expressly turn away from

the period of Beethoven and Wagner, they are still in many re-
uing that period; they have inherited themes and

spects contin
—— e W - .
counterpoints tfrom a polyphomc score of many voices and they

are carrying them further, whether using them as they are, or
varying them, or developing them. Thus the neo-Romantic youth

movement, the Schiitz renaissance, and related tendencies were

fresh waves in the currents that had begun with the enthusiasm
for folksong inspired by Herder and with the Palestrina revival.
The reaction against Romanticism, on the other hand, was linked
to those more recent historical trends in opposition to which
Romanticism had come into being: progressive enlightenment,
realism, disillusionment. Public concert life, often pronounced
dead, went on unfolding and with it the perfecting of interpreta-
tion. Today’s musical life much more closely resembles that of
the 1gth century than that of the 17th or the r3th. The more
radical tendencies of the “new” music too followed upon evolu-
tions and crises in the period preceding, which, as we have seen,
was not only the finale of the Third Age but also prelude to the
Fourth. Thus Schoenberg went beyond certain elements in the

Tristan style and freed them from the diatonic counterweights
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arising from a time-bound perspective.
But if the new epoch has just begun, if its fabric is just in work
a.nd we ourselves working along at Goethe’s “whizzing loom oE
time,” is it already possible to judge it objectively? Can we pro-
nounce any lastingly valid views upon a time ‘that is not yet
finished and from which we stand at no distance? Only the event
will tell, yet certain points we can be clear about. The greater
amount of facts to be experienced and the lively immediacy of
the experiencing itself are advantages for present-day knowledge
that are lacking in our observation of earlier, and especially of
distant, centuries. Science furthermore owes it to itself and its
surrounding world not to leave the field to partisan ideolo.gie.s in
politics and art. Hans Freyer—in his Theorie des gegenwartigen
Zeitalters (Theory of the Present Time, 1955) and the volume
of Propylien Weltgeschichte entitled Die Welt von Heute (The
World of Today, 1961)—has characterize@ the nature of 1?60i-
ogy and the necessity for scientific analysis of one’s OV‘(’:II:l ufrlzas.
“Misty layers of traditional values and. cus:tomary no.menl. thick:
of cliché opinions and even of misleading interpretations 1618 e
over present-day reality. At bottom, no one sees it 1a{s lfwls ey
everyone sees it as ‘one’ sees it.” To anyone V‘fhg tﬁz resentl
enough how humanity passes from darkness to light p

. : he road
is no theme for objective research but a passing Stagehotn'flst -
to a finer future. “If to this be added the thought that ]

history is bound to go through the deepest depths of dehuman-
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jzation and estrangement from all that is, before it can dialec-

tically hasten upward to its salvation, then the present epoch

achieves a value, certainly, but a perverse value, after the formula
of ‘the worse, the better.” ”

The history of the new movement in music will no longer
“tolerate any meaningful juxtaposition of opposites,” says T. W,
Adorno. The representatives of even serial and serial-electronic
music see this music not as a trend among others but as the only
trend corresponding to the present stage of composition and the
state of society in process or to be expected; after the “finish of
yesterday’s New Music” it will be the only music that counts.
This narrowing down, however, does not fit with the extraordi-
nary multiplicity of musical tastes, which Erich Doflein has
called the outstanding mark of the present. A glance at radio
programs shows that the most heterogeneous sorts of old and
oldest, foreign and most foreign, new and newest music are living
side by side. Disparate styles and points of view jostle one an-
other in the free world, East and West contending, and even
developments in Asia and Africa belong to the present and the
future of music.

Yet a pluralism that presents multiplicity merely as such stll
offers no picture of the time. To depict the quantity of isms,
explaining it as due to specific and rapidly changing ardstc
intentions, still does not represent the current of history. The
common assumption that there is development and progress in
technique, indeed, but not in art, hinders our understanding of
essential coherences in our own time. “Just now history really is
proceeding in large part as progress,” says Freyer, progress in
the “value-free sense in which a chain reaction is sheer progress.”
If modern science points out developmental traits or trends in
the web of history, it is not simply following the evolutionism
of Rowbotham or Robert Lach, and it is equally far removed
from that confident faith in progress which Richard Strauss, for
one, celebrated when he praised the “glorious thought of wark-
ing energetically on at the steadv development of our art . . .
conceiving and bringing forth something ever higher and more
perfect.” )



152 The Fourth Age

Analysis of our time cannot fail to heeq

to - :
0, far-reaching courses of dey. the facr that ;

: ; el
run side by side and togeth or Tk are under v, MSle
resi gether, put the - Yy 7
sistances, call forth adjustmen mselves through i
gaj

in contributin v . .

Comemporan'eg Z(I_it(.ieveloPénental trends, to be ile}’a 1€ is trye,
: 1cs, and historia Cognized

ns for so doj ¢d by

conditi .
tioned by processes like progressive tech nglr;%. But jt g
Calization
and

in e
undl;stslahz_auon and reacts in response to the
'}I)‘ho l]lgctlve manner or creatively. M, Whether in g,
e izati '
com: uropeaplzauon of the globe, which b

ies ago with the disc e8an almost fiy

led to mankind formij overy and settlement of Amerij .
et pond orming no longer a Co-existing gro o s
€S but instead a richly i u D_isep —
Tk wodd nepn Yy 1ntense concatenation of wosld
Weaan, culnfr hcs, world civilization. The dynamic drive of

€

that has growne’outcz)wiv?r’ and the .global industrial civilizatit?n
dimensions, e A of it are workmg simultaneously in other
pesiding no,t nlW.or d we know and in which we function is ex-!
panc only in space but also i i i}
izationsl directions. sp S0 1n social, temporal, and organ- |
These expansi '
P a}:ﬂ:l:fr}\; had already begun in part in the 1gth cen-
tfmuturye, Chais ob'ectl:, and tf)day'they are continuing into the
humanity, all eo] | IV; IallI_n Is universal: to span inclusion of all
bilities, ks fmr}; es, all historical legacies, the sum total of possi-
collective ur;dertal?its tl}:at are working together at this colossal
g have mostly more limited aims; their slo-

L&2son,” to quote
q Hegel, each one of these trends serves not only

its own PurPOSc
s but at the s )
the universal development ¢ time, whether it wills or no,

Through all these
lit int many currents the river of hj i
isfse e ago. deltz form._ Ad('led to this, each expl:nssti(;?:linammuy
Inst opposition, in turn provoking counter—mo‘irs;mazfli;t

Global Industrial Culture 153

is not possible in the following analysis;

of these :
out only the main water-

sue each .
o f streams we can pick

the tangle 0

o2

JE SPREAD OF WESTERN MUSIC OVER
THE GLOBE AND THE BUILDING OF
A UNIVERSAL MUSICAL CULTURE

ted in South and West Europe, the music of Western civiliza-
J’sprmd gradually over the whole earth: first over all Europe
with colonization over the Americas and

its borders, again
h parts of the remaining continents as were settled by Euro-
those conti-

s, and thirdly among the native populations of
ents, both peoples theretofore primitive and peoples of the
dle and high cultures from the Near to the Far East. In the
rSe of this diffusion processes familiar to us from the musical
istory of East Europe took place in other parts of the earth.
le music of Western composers was introduced; it adapted
itself to the new environment; indigenous composers began to
follow Western models, and finally national trends arose that
mbined adopted with native features. Part of the universal
ignificance of the “pational schools” of East Europe lies in their
ving created models for the nations of Asia and Africa striving
‘towards a national expression of their own. In any case, this
~ particularly favorable historical constellation will not be repeated,
' and where the model is but a recipe there are no creative deeds.

" In the “New World” a sung Mass was celebrated by 1494 and
by the 16th century church music was being composed. Settlers
brought folksongs with them and in remote regions, like the
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povw music,” and like Roy Harris, William Schuman, Aaron

for example, Heitor Villa-Lobes, ¢ " ® {6 and in Bracil,

It is cu
Europe ansctloir}llar};gto contrast “Western music”—the music of
¢ Americas—with that of primitive and oriental

world, however, ¢corres onds onl
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and are being inundated by Western music; they are widely

iving up their previous styles and forms and ur_ldergmng funda-
glv:f:gl changes. A universal musical culture is spreading out |
which in_many_respeets is no_longer_geographically limited. |
Hence this contrast holds only for a period that'is aIrt:ady passing.
In the new Age it is being covered over by relationships that
reach around the whole globe.

Many forces have been at work introducing Western music
into foreign cultures or are in the course of so doing: missions,
schools, trade, radio, film (and sometimes television), America
Houses, private foundations, development aid. The record shows
how from the 16th century on missionaries have used music, and
especially singing, in the conversion of natives. Today Sovietiza-
tion is taking a principal part in this process: it is carrying West-
ern music and musical education into all regions of its broad
empire and sees to their adoption by means of political propa-
ganda. Thus we find the Communist author Grigori Schneerson
stating that “The ancient Chinese art of opera, closely linked with
the ideology of Confucianism and feudalism, had cut itself off
from life. It stood guard over the interests of the ruling classes . . .
The great achievements and traditions of classical European cul-
ture helped the progressive musicians of China in their struggle
against reactionary musical routiniers who were striving to isolate
Chinese music from world culture and to press it into the frame
of the canonical art of Antiquity.”

Through this expansion the native art of primitive and oriental
peoples is being driven back; by now it has largely died out or
disappeared from the center of musical life. It has been or is
being suppressed as an element in religious rites and feudal tradi-
tions and much of it is being pushed aside through the “war
against illiteracy” and universal compulsory schooling; smothered,
too, by Western folk and popular music and flooded out by the
sound of the radio. Progressive industrialization of all parts of
the earth will continue this process. Centuries ago the music of

ancient American high cultures had died out, save for some bits
remaining in folk tradition or a few instruments in museums.
Elsewhere, in remote regions, or through tolerance, old tradi-
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tions have been preserved. Understanding of the;

wish to preserve them have grown in recent ti If valye
tive factors have also increased. Among primiti\rrn o
the lower strata of oriental society music wag lare }ICO,PICS and jp
in the forms of life; with the decline of theseg eity'm;er.wo"en
previous meaning and reason. In a time of transitilcsy g its
Negroes who work in a factory or mine are able to tall1 Afnc?n
familiar dance and music—making in their time off, 4 ‘d:: e
home; but these customs are doomed insofar as tiley cagndo )
fitted into the Age of industry and the museum—that is :iihbe
they are granted existence in the deliberate cultivation of follif
lore, t'he tourist industry, etc., or they undergo more marked
alterations than ever.

For many peoples this violent overturn means an abrupt leap
from forms of living in the First Age to those of the Fourth,
Their own heritage and their own ways are still not entirely
discarded, but remain as elements in various intermixtures, if
sometimes only as vocal color or a characteristic execution of
rhythm in the rendering of melodies of Western cast.

Occidental music could easily be assimilated by primitive peo-
ples and the lower classes in the Orient because its popular forms,
perfectly clear and simple, were intelligible to all. One such form
is the plain eight-measure phrase in major with a steady alterna-
tion of tonic and dominant; it everywhere encountered more or
less related structures and readily made itself at home. The
“second primitivity” of such rhythmically simple melodic types
meets original primitivity halfway: the very simplicity of 2 n?al'“ch
or a lively Lindler-like Alpine Schnadabiipfl makes them striking

and successful. )

Melodies of this sort with correspondingly simple accompant-
ments are to be found all over the globe today (see music ex. ‘43).
One hears them on reliable ethnographic discs of American
Indians, even those from distant regions of the Amazon.counFry,
among Creoles of Bahia, the natives of the South Seas, 1n China,
Korea, Borneo, and so forth. From the recordings and the nota-
tion of the music it is often hardly possible to tell that these songs
and instrumental pieces are not being performed by Europeans.

ut deStruc_
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Songs of Sf)uth American Negroes to the gu-itar are scarcely to
- digtingmshed from the run of recent Spanish pieces.

More frequently, .however, the .mdlgenous character comes
through, with alterations. Research into the changes wrought in
the singing offers a wide field of study that should cover not only
certain songs but typical melodic configurations as well. On one
recording, for example, Mexican Indians play music European in
style, but in the drum rhythn?s somfathing special shines through.
One piece sounds like a classical Viennese cadenza formula, but
in local usage it is repeated over and over like a line in a primitive
song. Another disc gives the singing of a village community in
Borneo on a festival night; it is in major with parallel thirds and
sixths, but pentatonic underpinnings have remained.

In this process formular turns that seem stale to us may appear
bright and fresh to those to whom they are new and represent
the modern world. This holds true for march rhythms and choral
pieces being spread by Sovietization. On records from Soviet
republics, like Azerbaidzhan, Armenia, or Tadzhikistan, we hear
choruses of robust political-march character, others with late
Romantic chords and operatic effects, others again that alternate
Russian and Arabic elements or mix original with a forced vitality.

Western music has everywhere entered into the high cultures
of the Orient too, and concerts and radio broadcasting programs
have been organized on the Western model. From Ankara to
Tokyo, where a State Institute for the Study of European Music
was founded in 1879, European music teachers are active and

orchestras, choruses, soloists perform works of Mozart, Beetho-
ven, Tchaikovsky. In Japan radio orchestras play Johann Strauss
waltzes with sobbing sixths and pauses after upbeats, and a bari-
tone gave Schubert’s Winterreise on five consecutive evenings to
a sold-out hall. In India the harmonium is widely used, and in
Indonesia with the coming of the Portuguese in the réth and 17th
centuries indigenous traditions began to give way before light
entertainment music “of superficial charm.”
The folklorism, exoticism, and impressionism of Europe have
prepared style mixtures that are now being carried further by
oriental composers. From the Arab countries to the Far East na-
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tve musicians are at work combinin
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egro at_the bcgmmng pf the new Age has been p
quences: jazz, the Christian music of Africy
South American dances are so far am

Rlax of influences, What fascinates us in the Negroes’ wa

These t}'aits come through, childlike and warmly vital, in the
automatism of rhythmic movements, the intensity of t’he pla

of gesture. Pleasure in physical equilibrium, relief in sheer rne)-,
cham:cal release, toying with the comic and the grotesque, as long
ago in the use of masks—all these elements in man’s essential
nature are here thoroughly relished. Whoever seeks the main-
springs of music and dance will find them stronger here than in
studiously cultivated folksong and artificial musical compositions.
) New styles of Christian music have come out of the assimila-
tion by these peoples, originally on religious grounds, of the
Go.spel; they differ in vitality from conventional church music,
which uses local folklore but is largely composed on academic
models and performed from score with a lifeless correctitude by
Negro youngsters. Here and there, in elementary fashjon bits of
Gregorian melody mix with native ritual chant or, in the now
famous American Negro spirituals, Negro tunes with Protestant
chorale. This Christian Negro music was born under favorable
stars. The'Christian message has here, as a thousand years and
more ago in Germanic and Slavic Europe, reached communities

that have clung to religious values stemming from ancient and

strong: traditions, in contrast to those masses of mankind who
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have already lost these values through industrialization or Soviet-
lza’;"lﬁ?s. interchange of influences has been looked into in writings
about jazz, for example by Alfons M. p:}uer. Jazz }vould prob-
ably not have attained its world power if it had consisted only of
a mixture of European harmony VV}th Nchjo rhythms :_md manner
of performance. Most important, indeed, is the way in which it

combines_elements of the First and Fourtb” _ége§. Rcfhodclling"

“European structures 1into 'Elﬁ.es tonalitics, hot -in?opation, swing
rhythms, and using European 1r_15truments. to quite different effect
through a speaking, gesticulating, sometimes grotesque manner,
it brought into play not only something specific to the Negro,

but also something of a universal archaism. Primitive and refined |
at the same time, fusing the spirit of prehistoric man with that of ||
toaays civilization, jazz has spread irresistibly over the whole |

world. Everywhere there are groups active in the study of jazz
(for example, dance get-togethers were announced “with jazz as
a way to Heaven”). Courses in jazz are given in many music
schools. In an article on “The Theology of Jazz,” jazz is de-
scribed as “a spiritual foundation” involving “the whole man, his
whole emotional makeup,” and by means of which rhythm is
sanctified. In Sovietskaya Kultura it was recently argued that
jazz was rooted in the folk art of the Negro and could be of good
service in the education of the young.

The diffusion of jazz belongs among the counter-movements
to the expansion of purely European music. In it one sees the
changed situation at the beginning of the Fourth Age. What
Europe has produced so far in our century in social dances is
much too weak to fill the vacuum into which dance and music
from across the Atlantic are streaming; European youth sings
and dances whatever jazz, and the American popular-hit industry
that exploits it, offers as a model. Other counter-movements
against such European expansion are to be noted and expected:
the setting up of further production centers outside Europe

corresponding to the changing distribution of world power; com-

petition to the point of superiority by non-Western musicians in
the performance of Western music; the counter-influence on the

!
J



160 The Fourth Age

West of progressive Sovietization of music,] life.
cipation in Asia and Africa; criticism on the lcveli" Jationa] €man_
onization” of the world. Yet through all thege tg d  monot..
character of this evolution seemg only to be modi_g fundamenml
Europe is despite everything much more alive thap etﬁ The ney,
of doom have predicted, and the Propagation of g, =R “Ophets
from Western roots continues throughout the worlg uilc chief
and its domains are growing in the whole of WeH-tc;- N
and, with increasing development aid, beyond such limj
Prog.ross in international circulation ig broadem'ng the ran
of musicians, who now travel by land, by sea, and ¢
possible a rapid succession of world music festivals, world cop.

your home,” also for the inhabitants of thousands of scattered
islands and far-lying countries,

In every branch of musical activity international associations
have been formed, for music education, musicology, new music,
folk music, and to link them all, the International Music Council.
Through the organs of these groups and diverse other writings
a world public is being built up. To it most of these publications

Through the diffusion of compositions by means of printed
music and recordings, in concerts and on the radio, a world litera-
ture of music has come into being that would have been impossi-
ble in Goethe’s time, which saw the birth of world literature
proper. Everywhere the same classical works form the basis of
the repertory. In addition, present times favor world-wide uni-
formity in the most varied respects: the normalizing and stand-
ardizing of pitch, technique, terminology; the predominance of
the same popular tunes and instruments in all parts of the world;
and furthermore, everywhere unity of style in dodecaphonic and
serial compositions THat gives o clue to_their country of origin.

At the same time the new age favors mixtures and syncretisms:
jazz in Arabic style for example, or French Catholic mysticism
with Hindu ingredients. Efforts are also now being made to

o M'S!-—L«L(’vﬂu’
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i Itural spheres side by side in a single
reflect the mOStA‘;::;:SdIC‘E ‘;]oglietlii did three hundred years ago
work, much asb'ned in a set of variations “Bavarian shawms,”
when be COg:jdl]gs ” and other symbols of the countries making
“Hungarian iafl en’,Pire. Thus Dave Brubeck in his Jazz Imprt?:-
up the Aélstz‘ﬁa has worked style elements from England, Berlin,
g o Tu:'ke ‘India, and Pakistan into a suite (Nomad, The
}(;OI?;;; Huom’y’calcutta Blues, etc.), a work indicative of the

o

global state of musical culture.
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POPULARIZATION AND DEPOPULARIZATION‘;‘}J s

Along with this global expansion there has come a se.con.d: tf;&;\
spread of music throughout all peoples, the den?ocratlzatmn 1
musical life since the time of the French Revoh.mon.- As a [‘eSlIl }
of this process, today far more than at any previous time pcg)u 3(11'
entertainment music as well as works of mu‘moal art are 0 e;c
to all classes of society by professional musicians. One aim ;:
which philanthropists and friends of the people ha\'fe striv
seems to have been attained: the full range of ?;usxc_‘ is TOW
accessible to the entire population, everybody can hear,? at e:j:
on the radio, practically anything he wishes to; M avai
ﬂ%ﬁﬁ&%lopmcnr of a “bourgeois” musical C}]lturg cogzltsliiil
not only in the 1‘cplac;mer1c of oxﬁz clta;:ti(‘)ii; jot((:)leat};on}; nilon el
but also in the change from a socially s e ouly
democratic musical life. While music as an art h:.t ph e
rgely limited, intended for closed circles in the ruling
3 :l(:;lslesl,aitg n<})’w became common property, public. For some time
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i:ﬁ;eid, t];c pl'lb]j(Ci ConCert was still tingeq with b
istics, but it addressed itself Ourgeo;
not only to 4 1, 8eois cp,
Ourgeois

but to a public made up of me
mb i
| Whereas in earlier dags musicaleclz‘s o dl{ferent lev

| whcn not in churches, for the most part j

rodu . = i ivi
P ced pOSt bourgems COH]fOI‘tS of ClVlHZatiOn ”
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of automation and the shorteni
ning of the Work;iayi i
v 1§ getting mug
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fre;htin:; ffto spend in thjs,\zg}‘r:, ( e Dapana
e di 4

donhe theus;(;n Iof_. 3‘{9"_@,}29,5, amorlg the people and the initia-

people into good musig is furthermore being e

aged through social and national institutions. Humani%tié1 (:.gur—
such as. Beethoven expressed in addressing his great worksl o
Hmaruty” are here called to witness. The motives and or anizto
tions for mass musical education vary according to politicgal attzil:
tudes, but this spreading of art among a nation’s people is by no
means furthered only by socialist states; rather it is a ggr)lreral
tren.d of times. In other countries too theaters, orchestras,
music schools are supported by state subsidy; the opera houses of’
Germany, for example, which outnumber those of the rest of
the world put together. Names like “State Opera,” “National
'SChOOl of Music,” have come to be taken for gran,ted; so have
Introductory courses in music appreciation for youngsters and
adults and so have requests for scholarships and grants for music

study. Yet this sort of thing is still comparatively new; it is one |

qf the particular traits that distinguish our time from all past
times.

) Even more than through such social factors the general diffu-
sion of music is being furthered through technological develop-
ments. Radio 'carries the greatest masterpieces “into every home”;
music once limited to court circles, opera, orchestra chambe;
music are for the hearing of millions. The United Nati(;ns’ annual
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A

istical report states ﬁt—t_@c/mfl@the populati.or.l of the world
g to nearly 3 billiojr'and of these 395 million were radio
l}ad nsc;n Add to thi phonograph record. In Germany every
hs.tege}rlolusehold possesses 2 record player. In the United States
thl; 000,000-3orth of long-playing records were sold in 1963;
§485,00% ‘pcr cenf were classical music. The demand has

of which . i
increased Bof only for entertainment but also for education,

culture, enjoyment of art. New categgriis?f listeners and music-
lovers have arisen: beside the masses who let thex.nselves be con-
g};{{ﬁ‘l'grwinundatcd‘, there are the anonymous lone listener to selec-
tive radio offerings and the passionate collector of good records.

The egalitarian trend.th'at c.ompuls.ory ‘militar}f service, com-
pulsory schooling, and sumlgr innovations in the life of the body
politic were already maturing in t}_lc 19th-century Erelude to
the new Age, brought about categories of a new sort in popular
music:

1) New types of popular song have appeared that are unlike
the old-style folksong, and everybody sings or is obliged to sing
them. National anthems and other songs that symbolize a whole
nation or its dominant political party, have indeed lost, in the
West, much of the importance attaching to them when first they
flourished, but among organized masses, particularly those of
the Soviet block, they are being systematically used. The “hit”
song of unorganized masses, which had once flourished in late
Antiquity, took on new life and new features through diffusion
at first in cheaply printed editions and later by radio, cinema,
juke-box. Preceded by-the new kinds of song sung by professional
folk singers in(16th-century towns and printed on cheap loose
sheets, the modern popular song has evolved via carnival and
‘Operetta tunes to the present-day hit piece, which only became
possible under the mass production methods of an industrialized
saciety.

2) New on the horizon of universal history too and belonging
to the Fourth Age is the development of musical societies. They
differ from earlier types both in quantity and in organization.
More and more surprising in the day of football and television
fans is the great number of active members of choral societies—

s
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: ¢ Marxism-Leninism”—to quote Schneerson again—is
ideas © to serve the people, to speak in a language they under-
z:::&n igmd to train in them feelings of patriotism and national
0 k)
ri}ig-is whole process of popularization runs counter to the gen-
gine folk traditions of the past. .In the measure tl.\at today’s pop-
ular music spreads_those_traditions fade, and vice. versa, They
have in fact not only been dying out since the industrial revolu-
tion, railroads, and radio, but began losing strength and variety
several centuries earlier, as folksong melody levelled | off_into
_major tonalities, even.rhythms, and regula.r verses, the spiritual
folksong gave place in Protestant countries to congregational
church singing, and the colorfuljgu_lt‘i@‘ify of customs allied

to daily life_and the round of the_scasons became hollow and

meaningless. This decline has been taking place, sooner or Tater
“and in varying tempo, in every country in the world.

Popularization plays a role, part positive, part negative, in the

s develo : cultivation of folk music of ghe old sort, in the efforts being made

,-EQM%‘} has come into bei}:;cgt‘z{:x -mlghtj'hg‘@ﬂ‘i.‘! to bring it back to a[sécond life.)It lies in the nature of t%‘\c case

cvery type of musical performance: popular / gcmf: of musi, that here different tendencies come to grips: some persons seck the

theater, popular opera, operetta, Popuar concerts, populay widest diffusion of folksong and would whefever possible turn

! R opular oratorio P N ) P .

film, radio, television ( though nof ylc)t avaihi)le cv’m’-md JSO oticthe today’s mass populations into a “singing people” again, and others

predicated from the first upon appeal to a vast pu}l,)rjv lefl‘fl) were ; strive to keep the genuine folksong pure, authentic, on a/higher
L C. Lhe star | I

System also, popular opera in the style of Puccini | level, for limited though- gradually widening circles, such as
forms often judge d by mistaken stand, r):i i 1”l1::CIIm, mzld othcczl' !J 3 schools. The former type, insofar as they do not prc[cr’flio leave
k - —— S all to be understoo i i o g i s latrer rculti-
as resulting from the socig structure of modern time 13 - the radio on, sing Silent Night, Holy Night, the latter rculti

vate medieval Christmas carols. Even the countless composers
who “usc folk tunes in large works attain only a limited pop-
ularity if the tunes are not really familiar to their listeners. It
is something else :lgﬂill to offer the public peasant songs from
- 0 menllp— :
remote countrics re-written as properly composed picces, as

From this \
o ‘1 structure too s the attempts to continue com-
posing {works that Inhabic savera levels at once, appeali
g both lay public and cong s Ri fcostded ciie
o n 3 oisseurs. Richard Strauss sticceeded quite
; " \ .
y this, notably in Rasenkafualzer, and after him

Ravel, Hon i
? cgger, Britten, C ~20 PIECt
it with moregogr I,ess succc,ss ;‘Pland, and Oth_‘:fs have undertaken Bartdk did, or old tuncs from songbooks, as Flindemith did, or

» 10 composers in the socialist states ! songs widely familiar to one’s contemporarics, as Ludwig Senfl

strict populari s :
vﬁé.}op;%ﬁfﬁfmglng byllts mcmfs they 3 did four humh;cd years ago. o
Tepresents a purely artificia] prz) ress, “T} St the avant-garde ( ‘ ’ljogcthcr with nd\{m}cmg. popularization, finally, A movement
ment of progressive Chine gress. he new, young move- i _radically opposed to it is | ggmw13£_q%?Pglllls to S()ﬂ}g_l;l_ug
5¢ composers inflamed by the great l similar_in_other arts. Everywhere the development has divided
e S e e -
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into extreme forms of ularity on the
— g 1€ Onle |y,
on_the ather; Avant-garde music, through jro —o-Of esore
k=3

e . h 1ts at 1‘1[:1
=+ _anhedonistic principles, has Passed out of reach Of(’nal,l theman\,
and not only of conservative laymen by 3 publi;

! ) even of
Its foundations are radically differens fro, o

music in any culture since Prehistoric times
Pop‘ﬂf‘r appeal through its increasing artificialiny and in o
| OPPOsIng mass production, the worn stereot'ype, chea
Music for the great public, on the contrapy - or
composers of bolder Spirit.

XpresSIV

: , falls to the more Conservative g5y

commercial powers. The one process brings about the othe
opularization and dem-%m i

mm"mm post

support of the great public—in the

that sponsor avant-garde music, in Europe somewhar ‘more g
rectly in various ways, including government subvention of the
radio. T L L AR
In all its elements and al] its forms new music has withdrawn
always further from the approval of the many, in a direction
quite contrary to that popularization which brought all types of
composition within everybody’s reach. In tonality, rhythm, form,
content the more radical vanguard has become more and more
artificial, appealing less and less to the understanding of a broader
audience. The way in which those elements that please a large
public disappear from a personal style, is shown, for example, by
comparison of an early and a late work of Stravinsky, Firebird
and Agon. Indicative of such depopularization are, beside most
modern operas, the pieces Schocnberg entitles “Waltz” or
“March,” or Anton Webern’s setting of ingenuous folksong  /,
texts like “Liebste Jungfrau” and “Schatzer] klein” (Opus 17
and 18). In his essay Folkloristic_Syp: ho7zie:_§_choenberg dis-
puted (both for the past and in princif;l(e)_ ossibilities that have
been realized from Haydn to Mahler. dorny means something
similar when he €xpresses not a historic: judgment but a specific|
artistic intention: “After the Magic Flute serious music and light
music have refused to be forced together . . . All ‘light’ and
agreeable art has become illusory and mendacious,” Hans Heinz
""——‘"\,

v\&\“\ "\)J\{(J 8

L
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. . this renun-
. th special acumen
N ted out with sp S
/n/_Mnu e poxré democracy in composition: “We must
an )

ity all groups of
IOt O POPulmt'\\Ve must once more form s;m\ t;lemsp )
Suild vany e;,sr'ive on over-refined intellectual pro
ho ¢

the initiate “'E opean youth a few c.re:st.i\'e musgcmf‘-:i: }i‘soi:l‘?i;:-

I see among maphichfy exclusive experience o hmh mselves to

recognized chat . hfcion of a culture. They attach t eh o model
ensable to the evO f avant-gardist musical heritage. Their m

the extreme forms O . of Webern.”

iohly introvert art . . r the
is the highly tllxis st int merely an arrogant Contﬂ:lpt fcl))etter
in # ink v a
fFo dseem di profanum vulgui—and to thintc that enh
crowd—an{odi projantm i

i i art, i isconstrue it
;11 is needed to reconcile audience :;:ld art, is to mxlmve e it
o other composers
altogether. Arthur Honegger and P

o

“to write music that should be comprehtr}sxble to

g an.CffOlT d yet be so far free of the banal that it cou.ld
the {nulutude m«:l (3onnoisscur as well,” and in Sm:i__c!:v _E(l.‘l‘ltf‘f_s;\
captivate the res tantly being reminded “to \"\‘rigg_‘ggxggwt}l\gt i
- — 31'% cqns'aftsthsh_i_g and original mp\;:lgggi quality \
poonbines e esrégill_ts?ﬁguﬁms'm " But it is difficult, if not i.m-
W‘EMI ; to unite really new styles of composition
b follc Cones 31 her popular elements in so spontaneous a
g fOI}x{s tﬁzefdallﬂngthi:)zgrf dfd. Attempts to mix twelve-tone :
::Ielzlligie;u‘e wit)h jazz elements, serial composition with touches |

that remind one of Puccini, merely combine what is incompatible. |
i aa \

=4

RESUMPTION OF ALL PREVIOUS MUSIC
WHILE COMPOSITION EXCLUDES THE PAST

More than all earlier epochs ours is the age of (?ld tunes that are
dying out. But their dissolution has been preparing, they are not
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dying in the full v; i
* o " life. |
-Trakl,) A_tﬁqgcm'ngr a ,‘?Eﬂlog_‘_:§inr11 the Words o

_ Folitsongs are dying out 1 S-away that gop ?let Geor,

gor of

Agc. f’f industrial civilization, With the q;
\"tga'dligm freely varied improvisation alsg f‘ii;a‘w ar
remo. ; s as follr oo isappears; 0 longer
B isic: elasclc' models as follk singers did thz%?s, s or Jonger
usicians their maqams, byt musj 1 oy Arabic
that have been set down once 3 n scsmal comp
ore or op

In other fields, too, n ning
away,

the same time a congc; -

n

i T ng_towards

Increase, the “historization of t the past
nustorization

, = he past,| which obv;
retain only as‘an image, not as a picce rf o <L 0bviously we cqp
i 0.0 10825 3 piece of our owp Jife i
hard Wittram says. Tl.le old bridges are replac(:td b‘)l,linqé as Rein-

Ositiong
Tecords,

_ nd for all §
aive tradition jg pi

positions in the w,
been so small, hole sum of performances has never
.~ Musicology e .
o o ng]'y a;ls zaestg:g 15 searlg:}ﬂlghts in every direction; manu-
ntures are being collected, edj ]
songs are bej , edited, published
‘ gs are bemg gathered from everywhere, instrumlennts from,
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i ief, we_are witnessing the revival of the
the .Wor;‘d EZC;DEAS_?“@;)];md. It is taken for grantccf that every
ﬂ%&ery will be published, that even privare letters and
possioe O on intimate details will be made accessible to the
informatlf;;ae Formerly but little was known about the past and
ol a;s ;)iv‘ate remained private; but along the widening front
“}ha;‘:arc}? especially in biographical literature both within and
?yic;out the’ domain of scie.nce, the veils are being lifted and every
detail of our heritage is laid before the eyes of the world. In the
time of Josquin, even of Bach, knowledge of the history of mu-
sic was tiny as a molehill in comparison to the huge mounds of
information contained today in a single encyclopedia of music
in the past and present, like the great German Die Musik in
Geschichte und Gegenwart.

Not only through the vicissitudes of changing preferences,
but also in the sheer process of scouring all fields for material to
collect have old masters like Lechner, Guillaume de Machaut,
Perotin been revived. As for later masters, special branches of
musicological research (Bach research, Mozart research, etc.)
concentrate on establishing the original text, the correct style,
the true aspect. Innumerable specialists find their life work in
the study and performance of old music; indeed, most of the
material gathered by ethnologists and folklorists is “old music.”
Composers like Bartdk and Jani&ek are at the same time explorers
in the service of historical knowledge.

Concerning the progressive diffusion of old music over the
world Adalbert Kutz declared twenty years ago: “The great
masters are known wherever technical civilization has taken hold
in a metropolitan nexus. Negro boys in South African schools
sing old English madrigals. The harpsichord renaissance, not yet
thirty years old, is reaching out towards Cairo, Batavia, Singa-
pore, Shanghai, or Tokyo.” It is still difficult to extend the reper-
tory in church, opera house, and concert hall, but radio nn.d
records offer almost unlimited possibilities of listening to music
of all earlier periods, thus bringing it to life for a second time.
A new section of that “world museum” which consists of the
thousands of public museums and archives, libraries and record
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specialists ¢
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cte d his
; ollon Musagéte, an
Stravinsky’s Pulcinella and Ap
le.
e bt ehpte : i d others.
contributlon’ t'or_ler Kaminski, Pepping, Orﬁ,han oser’s own
Hindemith, Dist are the national styles, of the comp fer’s own
Secondly, d}eriher countries, the Western ‘Europe:fn and those
A . d
country n¢ ' 9 are still principally oral. “Only in -
whose_traditions sly about Hungary, do we possess “the o ga N
music,” Says Kodily & al heritnge » And the same is true for fo
i r nation: 3 s e
0 Of'ﬁunan‘oml heritages in popular, artstic, and cul
ic’s part i
music’s par . .
2 e of Europe. . * the archaic,
music OllltSldthere is the deliberate cultvation .Ot.thg- 1{Ltme
juird yﬁ e lack of written tradidon from _Alanmt)., it is . ;
Throughdl 'tS‘elf in a position different from that of poetry {OI
i i 1 . . o - - % :
i S'u'ts At one time, as with exoticism, rulm‘ng models
jic it d.b imaginary conceptions when suh;gm tr\?m
iy replacﬁl }g) iip\bls or Salome—were evoked in music:
i ol y ras rather an
A;::‘]hnz-m rigidity in declamation and rhy tl;x‘n \\\a.\' ratl : A
3 ! S rchaic style iwself. Again, arche
i i “haism than the archaic sty N g '
Jgicined archa iliar Christian cult music. are
: ements familiar from Christis :
formulas and clemen fan ‘ . e e e
represent Antiquity; for example, reciw :
used to represent v for oo
£ pr e t yet properly 18
ai background of primitve, no ) \ -
ag-lmi‘i: {i‘n Orl‘%q '!nn'qon}‘) Furthermore, elements borrowed
sounds s dAntigone. o o e
from oriental and primitive peoples have m\r the l‘\h\:\‘[‘ p.u"r { v e
istics. Thus the asymmetrical “Bulaarian thythms ¢
characteristics, Thus the s \ ‘Bulg B duanttn
¢ indicate, over and above the drawing from peass sic,
Bartdk indicate, over and « s in e
the revival of rhythmic types evolved in the Seconc  Age.
Debussy and others were similarly reaching h.xlck to :\nngmt‘\‘
shistoric times w S r re-animated elementary forms
and prehistoric times when they re-animate 2
of polyphony, of pentatonicism and tetratonicism, ‘[(‘ g
2 . . y -
ing ) isms i ew creative forms and com hining
clothing such archaisms in new creatiy e i o uning
them with imaginary versions of “‘chthonic and orglastic, ag
e N N 1ale o Ao A .
ical and barbaric™ music, prehistoric materials have lx_uu repre
. for & ~Sereavinsky i his Sacre @ prinsemps ar
sented—for example,. by Seeavinsky in his ¢ {
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revivals to fill some particular old style with m*\\l“‘" "’;;”‘M&-m\yi-
forward in a creative manner. But the sccumulation « SIS
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h music; also works of Malipiero, Pizzetd,
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tatcd'stylcs verges on/ syncx:c:f;éx?]\ d el
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the map todax. "
f:u(::ion the possibility appears of embracing

In thi a2 whole. If not individually then collilctively, histo-
the past 25 and record manufact}lrers as well as composers
ans, interpreters, 1 of a historical universality, so far as this is
are nearing t}.lgl gozt the same instant this possibility has opened
humanly possi>ie: e in world history, however, there has arisen,

for the first télm than ever before, the totally opposite chal-
and m(;f"fco‘gl%?:te{; breaking with the past.
ler;;t?_conservatives today declare everything 91d to _be obsolete,

the extent that it might become an ingredient (?f new

at least toG,oin way beyond criticism of “historical fidelity” as
Cremon.and thge contempt of narrow-minded musicians for the
;Es(i’zrll,iscorian’s activityzrt ey proscribe all cling_'mg to the past
25 desertion of [the avani-gardist Cause.) Whereas in every earlier
master—a Josquin, a Bach, a Beethoven—cons.ervatwe features
were interwoven with progressive and with timeless or trans-
historical elements, today the progressive element is picked out
and elevated to sole importance in the whole and composition is
supposed to exclude the past. The slogans and model ideas of
progressive parties since the “Junges Deutschland,” the “Young
Germany” movement of around 1830, are carried further and, as
in futurism, radicalized. History is a series of revolutions, ever
new ‘“conquests of the heretofore,” “breaking of~forms.” The
“canon of what is forbidden,” according to'\Adornoy, “today
already excludes the resources of tonality, that “is—those of all
traditional music. Not merely that such sounds would be old-
fashioned and untimely. They are false . . . The most advanced
stage at which technical procedures have arrived sets problems
over against which traditional harmonies show up as impotent
clichés.” This heritage-itself demands that we do not resurrect it.
According to @ﬁckeﬁ%cher;i\di\ the new situation places the artist
“with no possibility of escape before the obligation to say what
has never been said. It is his curse and his greatest blessing that he
finds no more myths to hand. Only his own imagination can
bring to birth works that, in Heisenberg’s sense, confront man

le
blank SPOts 1€
s changed st
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eternal in music. C
because or in spite
away from artistic

progréssn-'e efforts and are the very thi

them into becoming avant-garde. “The mf(l)g et
of the €pigone threatens,” says Walter J. ;. i 1
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'hen all
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) CONQUEST OF NEW TERRITORY;
EXPANSION AND CONTRACTION TOWARD

THE LIMITS OF MUSIC

To Paul Hindemith it once seemed “
over a stran : . ’
pmsicians ﬂugne‘ Sllllmmcrmg‘.nnd radiant new land, into which
compare the g themselves like discoverers.” This would be to
S e l:‘(cinlm of usic to a country of which composers
Columbus occy ‘_:;Oil‘cbmkmg P°§5°5$i0n. as the Europeans after
. pied both Americas. Whether one assesses the
Eine neuc Klﬂmrcpgchc‘n

as though the sun had risen

Melos, 1959.
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» the “expansion of the means of
’f the realm of tone,” as a progress to

: er better, of otherwise, the reah.ty o_f the process is
somethivg % bted. And together with the dlffusmr} of music in
ot to be dou . hical, sociological, and historical—this

3 b e00Ta . « .
all dlmzxsgi‘ns"g %ﬂ gong of the powerful expansions ushering in
rocess ?

the Fourth Ai:; : rn music had in some respects reached

E&%%%dulaﬁo? from one tonality to
theltrher Beyond the stage achieved by Richard St.raﬂs& .A-Iahle.r,
ﬁgx Réger, new music had opened up new territory in rapid
advances. Roused by the study of extra-European music and
archaic folk music, it freed itself from_the supreme.control of
major and minor, mastered the most various pentatonic _a}ld’}xep-
tatonic modes and went on to reveal “anonymous tonalities, t}}e
whole-tone scale, chromatic scales, atonal and dodecaphonic
structures. Similarly it passed beyond all traditional rhythms,
mastering the most various possibilities of rhythmic asymmetry,
labile diversification, forced motorization, syncopation, jerks and
shocks. Since Debussy the logic of the harmonic cadence has
been given up, the independence of stationary or fluctuating
harmonies established, seventh and ninth chords freely moved
throughout scale and chord passages, dissonances handled as
values in themselves requiring no resolution. Every conceivable
chordal combination was sought out and relished as an effect on
its own account. Expressionism became absorbed in remote
regions of the soul and of expression; like depth psychology, it
explored uncanny borderlands of morbidity that had hitherto
been avoided. Even in Scriabin this exploratory Expressionism
was bound up with theosophical meditations, and on Schoenberg,
Hauer, Webern esoteric speculations also had their influence.
In early works, like opus 5 and 6, Webern was already realizing
!)orderlinc values of subtlety and nuance in his articulation and
Instrumentation, his shredding of the fabric, his shifting inter-
change in dynamic and agogic degrees.

This rapid succession of innovations was based mainly on the
intensive effort to create{“the new,”}and a heretofore unheard-of
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. . and the executant hand are no limits for
yoice ? c
and composition-
ht seem that in mus A
technical means has,

the huma

cchnique ic too “the free use of the

as Freyer suggests, “he-
». and that “our present cultur(_:,”.as Sprangc:

€ system ’of unlimited con_trol oyer _ll!’}!rllfl:l}f(:‘d means.
puss it e hink our tini€ the paradisaic hour for universal spirits
One might & full possession of all means, would now put to use
being 7 0? manifold p055ibilities they offer, as. Wagner-.

; who created {2
%Z:orzaol;mos, and I_gor{§travinsky,
have shown the w1l_l and?the"sn:en 0 Ve 2 T
Among the leaders in sena.l and_ elcctr.omc music the ve to
expansion in DeW territory is united with an equally strong im-
petus towards exclusion of all the f‘i?‘jr_‘f}ﬂjfﬁ‘iffﬂt}}nﬁf;bg:

ast, towards reducing music to composition that rests on the
‘EEE-ﬁke scaffolding of an artificial world apart.

hus progress'Egc~Q@E§W a dePEEtg:_g. One does not win more
Jand to add to what one has, but ‘gives up the past in order to
take possession of the new. “Consequences,” says Schoenberg.
“were drawn from an innovation that, like all innovations, de-
stroys while it brings forth. We were presented with a new
colorful harmony; but in the process much was lost.” To say
that every innovation destroys goes too far; in technology, in
science, in art most innovations have only modified their heritage,
not dismissed—i

is in fac@sivc. ‘Whoever follows the rules of dodecaphony

the versatile, few composers |

does not have the abundant possibilities before him that Bach or
Wagner had with their chromaticism, but is surrounded by no-
trespassing signs: no triads, no repetition, nothing that might
bring into play tonality, which must be brusquely ousted. “Even
a faint echo of the former tonal harmony would be confusing,”
says Schoenberg, “because it would call forth false expectations
of implied consequences and continuity. The use of a tonic that
does not depend on all the relationships of a tonality is fallacious.”
Serial and electronic composition too avoid the potential wealth of

— SSS—

gth to achieve a synthesis. |

But the nature of some revolutionary systems |
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music that Mozart or Rj
_m Moz chard Stry
s et ard Strauss ¢
. The oéw music adds, but it—agd'aﬁii:?l(lsg’s‘up‘erbly utilj
:ﬂ:c prefixes E?cen so often applied The ;ucher have the 12e.
Valter Jens, is everywhere reduction preme COmmapq
uon to cheaply luxuri 2 20 Expansio e
et CAEPLY. luxuriant cultural activity j N The
The ideological justification of absirgmr—ouitural ascerer
ideolog auon of abstraction has preorctCism,
Emscgpme formulas: something is “Culinary » «
) emf)t'xonal stuﬁing.” “narcissism,” “bourgeois, hos.”
inveighed against the “nouveayu H:

-riche Pomposity”
Gesamtkunstwerk and its lush instrumentafion y“T(})lf

_has become a sourc ; i ¢ orchegt
We have d oo had eh_o.f-(igl}_ ht Ulte‘lndep_endenrm‘gfa \
sidpeid enough of this wallowing in thick souilﬁs-"‘x}?..
tu:e L Pﬂ"g satiated with tone-colors and no longer wa’n:sn:h}s
oV erteedmg that distorts the whole musical element because it i:

blown up out of all proportion and given a life of its own,” Such

|| _ derogatory _expressions belong to the style as the program be-

_longs wo p{'{)gyg_fg@ié?’ﬂﬁ? misunderstands this abstinence if
one doc§ not remember the sidelong glance reflecting self-
gratification that goes with it: We are not poor by necessity but
of our own volition, we don’t want profusion and bombast and
fagadc§, We want crystal clarity and unsentimental objectivity.

Mus1'c flayed, “I'art dépouillé,” as Eric Satie said, can have its
chax“m 1f only a few layers are peeled off; if nothing is left, the
flaying is fatal. Actually, of the layers that constitute a fully
mumgal work of art, one layer or another has been stripped away
by shﬂ’erent trends and in extreme trends almost all. The more |
music los_t of its share in general connections like religion, home, / N
style of living, the more of its corresponding properties vanished: | 7
aura, cthos, perspective, and so forth, Many jmmanent as well as |

-transmusical_yalues have succumbed. Lsthetic isms have dis- .-
avowed these values into the Bargainf(ﬁi@%w
_fp'lg [ '_the Middle A'ges. f a setting of the Credo, the confession
of faith, a music Critic, ‘

“Stravinsky handles the
!ﬁmsclf has declared; ¢
is inc‘npablc of expressi
emotion, an attitude,

a believer, even says approvingly that
e text as phonetic material.” Stravinsky
My view is that by its very nature music
ng anything at all, whatever it may be, an
a psychological state, a natural phenomenon,

prodﬁc?d?n;n' N

>
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» Yet as background and content of the musical
en weakened or eliminated, so al§0 have the
strands of its fabric: the theme negated, harmom'cflogxc, mo(;isu!;;
tion, architectonics ren_ounced._Now the tonal foregroun :

outer layers of the music were .mdeed peeled off. .

In the process of redqc1ng its suppo.sed‘s}}ackles,' music was
moving towards boundaries beyond \.vhxch ir-is-no Ionger music
in the full sense of the word. But its expansion too came up
against such boundaries. Conquest of new territory assumes that
this territory already exists, as America existed before Columb.us
discovered it. Music is not a purely imaginary region that genius
produces out of nothing, but by and large a realm of :}ctual po-
tentialities that are discovered and realized. When Boris Blacher
writes variable meters—for example 1?-,$-,7-,5-, etc.—he has not
invented these figures, their relationships and groupings, but has
realized already existing possibilities. The realm of numbers is
a sphere of objective possibilities given a priori which man ex-
ploits in music as in mathematics. The step from seventh to ninth
chords was not created out of the void; it was a potentdal laid
down in the system of possible chords. The more complex nu-
merical relations are no less a priori than the simple; the relation
1:3:5:7:09 was discovered, not invented.

But in so far as music is founded in a realm of preexistent pos-
sibilities that are realized little by little, the fact is to be reckoned
with that the processes of realization do not go on ad infinitum,
but come up against given limits, determined in the nature of
things, in the same way as does expansion over the earth, over
the strata of the population, over the historical world. The con- t
cept of “new territory” brings with it the problem of how far
the new territory extends. This is not to say that the end of all l
composing is imminent, but that various processes that were part
of the original realization of given elements and types of music
are arriving at limits, just as the evolution of modulation within
the major-minor system has reached limits, or as, while repeated
revivals of old music may still take place, the series of original
ri:vivals of old styles is from now on entirely, or almost entirely,
closed.

or what you will
work of art have be
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transrhusxcal content to a sensitive ear so that we feel it, under-
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i ing of those limits.!
the Ii"fits ey i(;r :h: 1‘l(l)isgshr;gsrt sense of the term, calls for an

Jase ar;l ’fc;’ of form. A musical work of art, for example
adequat}el - i: more artistically constructed than other pieces,
i symf; zrgx,'is. Various tendencies move away from this essential
t}]j:rgztg-istic of artistic music: the prim'itiyisms; .music'of se-
verely pointillistic texture; extreme a.phorlstlc music, Wl"\lf:h re-
nounces the architectonic; the_: revulsion from constructivism to
haphazard forms. Characteristlc_ of the app{*o?ch to th'ls hmlF or
the crossing of it is the following general injunction in a piano
piece by Karlheinz Stockhausen: “The player looks casua‘lly at
the sheet of music and begins with any group of notes his eye
first falls upon; this he plays at whatevcr.speed he prefers.”

2) Music is the play of tones, that is, of ﬁx.ed, clt:,arly de-
fined quantities. Other sounds, like glissandos, cries, noises, may
occur as inserts; if they are numerous the result is partly musical;
if they predominate, it is no longer music in the proper sense of
the word.

A considerable number of modern works lie somewhere be-
tween song and speech. First came Schoenberg’s Pierrot lunaire;
other works followed, consisting partly of speech-song, whispers,
cries, and even tongue-clicking. Rhythmic speech over a per-
cussion ground provides the very impressive witches’ scene in
Carl Orff’s Bernauerin. Elsewhere too, Orff in particular moves

*The deliberate ascetism of Schoenberg and composers who came after
him has been characterized by Adorno: “Emancipated music casts suspicion
upon all real sounds. Similarly, with the realization of the subsurface, the
end of musical interpretation is in sight. Mute reading of music in our
imagination could make playing aloud as superfluous as the reading of
something written makes speaking it superfluous, and such practice could
at the same time save music from the wrong that is done to it and its
composer by almost every performance today. The tendency to mutescence,
in the way it creates the aura around every tone in Webern’s lyricism, is
akin to this trend that began with Schoenberg. But this comes to nothing
less than the result that emancipation and intellectualization in arr, together
with its material semblance, virtually wipe out the art itself. Emphatically
the intellectualization of the art in Schoenberg’s late compositions works
at the dissolution of music itself and thus Joins,.in_an_abysmal coincidence,
.the barbaric element inimical to art.” (Prismen, 1955, p. 210 ff.).
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possibilities are also combined: thus in his Kontakte (1960) StooﬁS
. . . . =
hause'n 'mten(?s to give traditional timbres new qualities through
association with electronic sounds. e

Dnscus§1on about the nature of the new art of sounds, those
part-r'nusmal and those totally untonal, is beclouded by the fact
that it is called concrete or electronic “music.”
areas, often confused, must be distinguished: firstly, defining and
differentiating between the art of tones and the art of sounds;
secondly, determining the value and the developmental pos-
sxbxlit:ies‘of the new art of sounds, especially whether, like the
game with tones and their logical combinations, it can be made
into an independent art; and thirdly, specific inquiry into the
relationships between tone and tone-free sound in the universal

. a
g lﬁcﬂncCy out
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Yet it would be an exaggeration to see in these
analogous movements the beginning and the end of music.
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NS 6
TECHNICIZATION AND ARTIFICIALIZATION

What is “technique” and “technical” in :nusic?_ In An.tig\’l’ity the
general term for music as an art' was techn.c.mm‘l‘sxke. .Som,e,
musicologists call devices in medieval corr:‘;)(?sxuon tec.hmq’:xes.
In 2 more specific sense one speaks of “piano techx‘uque f'or
virtuoso facility upon that instrument, and correspo.ndmgly x.wth
other instruments. Around 1800 instrumental technique received
a fresh impetus; a particular type of composition appeared, the
“¢tude,” and concertizing musicians began to work up .thelr
dexterity through forced practice until it became automatic to
a high degree. In the sensc that today is the age of tec‘hm‘que,
however, it is only a few decades ago that the art of music itself
became technicized, and that in a double manner: first through
application in the field of music of the technical spirit of en-
gineering, and secondly, through electronic production and trans-
mission of sounds—the disc, radio, electronic composition, and
so forth.

1) How the new spirit of technicization, with the ideas and
attitudes evolved from.it, has spread over various fields, has been
set forth by Hans I"rey\e"r;~ Arnold Gehlen;~and other writers.
This spirit has also-affected a part of today’s production and re-
production of music by traditional means. It is behind the per-
fectionism of soloists and orchestras, and many ways of per-
forming music aim at an expressionless “objectivism,” following
directly the model of machinery set in motion and whizzing
through its task, even though there is often a spiritual superstruc-
ture here that justifies the automatism.

Technical patterns and procedures, furthermore, permeated a
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rds,

i resented
i reset before us to SINE or play, but are p ed
L ounding. Records of different performan

to us already ﬁ;gzvj the work under different aspects. The worl.(s
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[?ater is a cross between 2 library and a museum. It contafms1

théque 15 2.C i sound of @ smaller or larger treasury of musica

13221}25 C:r}\)éetshe universal phonothéque towards which the develop-

ment is heading could ideally qmbrace all_surviving. musical works

from all times and peoples in authentic recordings or reprﬁ-

ductions. In addition, thanks to these new Pearers of tone, the
erforming musician has the chance that his owr_l.perfomnance
will live on in the world. Similarly, all oral tr:admons from all
parts of the earth are in this way o.bjcctlﬁed in new forms of
existence, whereby most of them skip the stage of written no-
tation.

b) Radio and television wipe out space, and bring the greatest
of masterworks into the smallest of huts. One lets oneself be in-
undated by plugged-in music and goes walking with one’s tran-
sistor. A great many people in all parts of the earth have seen and
heard a great many operas, but not a single one in a theater; they
hear all the instruments through artificial transmission, but rarely
any in their natural timbre. —

¢) New electronic instruments in part latch on to traditional
instruments and attempt to reproduce their tone by more eco-
nomical means, substituting electro-acoustic mechanisms for or-
ganic materials like soundboards, pipes (organ), tubes (wind instru-
ments) and modifying the method of playing accordingly (elec-
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troni‘c organs, claviolins, cembalets, etc.) or ajm;
duction of new timbres (like the trautonjum)‘ mlnng at the prq.
of genuine instruments not only does the resu.ltin the imitations
more or less from the original, but above all the vng rone deviage
ing music is altered. The more important it is to coer)T ot of malc.
the sounds produced but also the playing itself. anSIder L
education, the more the imitation remains ’Er:at; N T
gd d} Electronic apparatus for measuring anﬂ"fé‘cbr;ii\n "
i ducing ar}d generating sounds is altering the task of t}%’ repro-
"fmd' practical musicology. In a short time a whole series ;Oretl(fal
lnStltl'lteS for experimental study of new possibilities o cpestal
standing and practice has come into being—for example 1Ir—lI der-
S!cherchen’s Electro-Acoustic Experimental Studio Pin’then[snm'm
village of Gravesano, near Lugano (1954). We ma Coe -
many more such institutions making systematic advg;c e
process of technicization. ¢ in the
‘ e) It has become a hobby to alter, mix, or make sounds on a
sxmple.magnetic tape recorder. The playback makes it possible
for a single individual to record a vocal trio by singing one part
after the other on the same strip of tape; or, in the same manfr)]cr
t play a piece for piano four-hands with his own two. These:
sxmglc, dqmestic achievements are far outdone by the technical
manipulations possible in a studio. Sounds are altered by leaving
out now this,.n'ow that band of the tonal spectrum, by reducing
and‘synchromzu-xg, by modifying the echo and other spatial and
audltory acoustic effects, splitting tones and generating them
synthf:txcally through various sinusoidal combinations. The new
:;?;ﬁuc, says Freye]r, “generates synthetically materials with
¢ properties unk rtifici ildi
molcculcsl_) Itpthus incrcr;csxi»:nl tofnaturf:, artificially bul%dmg large
I : gly frees itself from natural growth
and accretion.” As in general “the makeability of things is
?glr:g ca:‘rlcd to the point of molecular construction of materials,
i,ut Zot'; ¢ ;]emcnts of Tusm are not being taken from nature
rtificially produced.” The realm of tone and clang becomes
?r]iel::icg;latcnul, Wlit]h which bomo faber does as hc‘ pgl'mscs In-
nsically, says Heinrich Strobel, “ i il
neither form nor character. Both :l,rc gl:t(:::ct;r:JaIl)ozfitsg;néllﬁrl:lts

nd_.its value in |
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d. A biblical text here becomes material for
w sounds. In the corresponding ideology the
enuineness of this process is set over agginst the surrogate char-
acter of reproduction on records and its progress bcyond.all
earlier natural methods vaunted: “The first step to real musical
control of nature,” says Herbert Eimert, “has been taken by

electronic music. Its dependence for reproduction on the loud-
et scarcely

speaker—which moreover has brought about an as y'
noticed subterranean revolution in hearing—at last permits risk-
ing the hypothesis that the symphony fixed on disk or tape may
be the surrogate and electronic music the true music. Here, we
may surmise, is the point at which the true order of music is

revealed.”
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ORGANIZATION, INDUSTRIALIZATION,
AND IDEOLOGIZATION OF MUSICAL LIFE

The technical forms and constructivist styles in music of the new
Age are “secondary structures” that bomo faber has erected over
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the former natural ways of making music, Other secong
onda

structures have grown up alongside them that are
more artificial than corresponding aspects of musica]
tofore. They form the modern lattice-work of
dustries, officials, functionaries,

ideologies,
ments, and so forth, which overla

also much
life here.
*}P}I:aratus, in-

COPyrl t ar -
y the Muse’ : g

: USe’s part in musje and
often suppress it although they are particularly set up ¢, take
care of it.

As in all cultural areas, the new Age is distinguished from all
carlier Ages in music too by the enormous number and impor-
tance of its organizations. Whatever is organic is in part en-
couraged by them, in part tolerated, in part organized away.
The number of societies and institut

ions has multiplied and the
number of activities, especially congresses and festivals, also,

The title “music festival” is inherited from the 19th century;

7 the_sessi little festive character.
Where the totalitarian state and economic planning dominate,

the pressure increases and the lattice-work is tightened thn')l.lgh
rules and regulations. Music is placed at the service of political
schooling and propaganda. In other parts of the world cultural
liberalism makes for a counterpoise, though here new types of
organization make possible esoteric tendencies which in concert
life, in a “free market” or other areas based on natural suppl}f ‘;md
demand are not viable. Since in some countries the key positions
in mass organizations like radio, publishing houses, newspapers,
and governing boards are to a large extent occupied by profes- ;
sionals who are leaders or fellow-travelers in esoteric movements, |
this music receives plentiful support and encouragement. The i
term “Macaenas” is scarcely applicable in this situation. .
Further secondary structures have arisen in the modern music
industry. As a consequence of new techniques, popularization‘Of
music, and lengthening of leisure time it belongs among the in-
dustries with the greatest financial turnover. This holds for the
production and circulation of popular hits, records, popular
instruments, phonographs, automatic players. Specifically indus-
‘ trial features appear not only in the type of manufacture and
adaptation to the mass of paying customers, but particularly in
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are the musical parallel to atomic research, in wh;

‘of our time is concentrated. In this fashion varioys. . Pt
Structures—constructivism, —organization, AT rious secondary,
eted fast together, for which reason they ma Ogy—are brack.
a long time. Y Temain viable fop

(@2

BETWEEN DEHUMANIZATION
AND REGENERATION

To the extent that man is by nature homo faber and technical
nventor, he is realizing himself in the age of technique more
i‘rﬂlyhthm ht;fefofore. .To the extent that progress and change
ni:\gc oa;at‘;:i:f;‘fgzr igrgum, the permanent revolution at the begin-
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s chm—g\.?e ; v t—Ea‘r e .cc.)mpc‘)‘sers, faccordmg to Hermann
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tion. “Where para-anis:ven PI‘CSC.rlbe and promote this separa-
for chr estheéi(:: efri\tfg:."lses use humanity as a pretext
“it is better to take one’s mid : Sﬁys .H' H', Stuckex'lschrr.lidt,
totalitarian dictatorships have g{l the side of inhumanity. Since
human, one should at least kee _1scred1ted the  concep afgche
How far dehumanizarion gogs does sor hecomn mlens wech we
glance at its different aspectsg?[‘?s oes not become clear until we

of the performer by - To begin with, there is replacement

home, has dimin; apparatus. Singing and 5
ome, has diminished; unlike the inging and playing oneself, at

’s avant. ; ound 1 4
-garde do not write for the lay musiscc-’fm?:r-l z;ff IE%-
—-\\7

Global Industrial Culture 191
It for the amateur and do
ask too much

ir works ar¢ mostly t00 difficu

w com ositions )
pot attract him. Mlm:zu;;f:i::c\:l:osc fun[::ticm in icm 15, nnl:y;
y e is whole pcrsonality; Stravinsky “ndn'[u
o e than the bell-ringer who sets the bc_]l sounding.
e 1to rrf):j?:nx)orks he has no share whatever; technicized com-
In elec :

b e D e i kl;unt.echxlical Age plays 2 far from fully

Even the listener in this Syl orgaanCd h {
human role. Much more than ever DEXOI® Stk
and opera public leaves to others the intitiative and prep

¢ is to hear. For the radio listener preparation is reducgd
igrt}zh::rlmg on of his machine. It is made Fliﬂicult for the publfc
to develop its own taste and independent judgment, and Rub'hc
opinion is taken care of by professionals of the press. Music in-
undates the consumer masses and provides a surge of sound as
\background to reading the newspaper or doing homework. Car-

ried to extremes, the radio needs no listener at all; the music is
broadcast at the stated time, even if there is no one to take it in.
New compositions do without the human voice or handle it
like an instrument or denature it through electronic manipulation:
S.tockhausen’s Gesang der Jiinglinge is a model of dehumaniza-
tion. At the same time the “natural orders” and their play of
harmoplc equilibrium, on which the idea of musica bumana rests,
are eliminated, and particularly those musical structures that
correspond directly to man’s psycho-physical organism, like
Pul§aﬂﬂg rhythm, plastic melodic forms, and the periodic alter-
nation of systole and diastole.
Chil;rt:ue;.more rfnusic is deh}lmanizefi by the suppression of the
oy g:ct [} .most earhe:r music—man, a psycho—physical
Change (bet;tuntmg c‘)f. relations qf fellowship and mutual ex-
et e l:en musician and audience b§cause of technical in-
i t},} : tlztwee? the composer and his yvorld generally) as
gy anX inherQtssdo I\Zn fox:mer s?nse.of music as something pos-
il a1 ed. Music is finding itself bomeless; disseminated
T Ao ?‘;:e, it now belongs o_rlly in secluded areas, like
T 3 nct}onlng, as at_: phnstmas, at given times and
Places in an ordered life. Eesgme jejune and dreary through tech-
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nicization, most of jtg possibilitie
ished. Work songs cannot thyi
mosphere form about an indu "
Nurmnbcrg or Venice, The churely bell w;s a
cultures; a symbol of industrial culture is the factor
There is in our new Age, however, conting

humanization with all the comforts” (
threatened values are being newly

else is glued to the television, we find an oasis wherever
make music themselves, People seek arcas of compensation
cal sprees, improvised jazz, rock’n’roll—
planned—in which they can be more he
fling more freely than in the centr

and organized consumer socicty.,
under way, too,

period, to Rom
such utopian ¢

5 of taking pary i, life haye
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. .'. OB Y H H N ! i
itrial metropolis, g ie o could i,
.';yfnlml of ol
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C-
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yhody
amatcury
5 MU=
SOme spontancous, some
mmanly active, have their
alized zones of a mechanized
Regenerative movements are
that link back to those of the Sturm-und-Drang
anticism and youth-movements. Distinct from
fforts at romantic revival there are realistic en-
deavors going on, very similar to the movements in urban and
landscape planning which, now that the period of industrial com-
munities with their seas of houses is past, are introducing green
areas into the cities and surrounding them with garden com-
munities. Musical education and cultural policy are developing as a
necessary counterbalance in the Age of dehumanizing tcchmquf:.
In addition there are fresh efforts to explore the uses of music
in physio- and psychotherapy and in the corresponding medical
cducation,

Apart from utopian attempts at reform, the advantages of rﬂﬂl‘"
ing music for oneself arc exploited under the slogan of “do it
yourself.” Countrics particularly advanced in industrialization,
like the United States, also develop particularly strong counter-
measures. Thus different spontancous trends are moving m t-hc
same direction—the awakening to musical experience and activity
in kindergarten, a considerable part of jazz activity, the up-

sctting of constructivist principles in compositions that leave great
freedom to the preference of the individu
The insights of modern

restoration of the human;

al performer.
psychology and ethnology point to a
the unity of all music throughout the
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PROGRESS OR END?

Through the 19th and 20th centuries r:‘l‘n trer}ds ,fun;u;}%sc(!)x:;:c:ﬂ?jf
at progress. Different in content as the furunsm, 0 e
our own “avant-gardism” may be ’f,mm Wagncr §|] 11-: {[\cjr e
future” and the “progressive party” of his day, sti
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cept of historical becoming thev

m!mls, forcing them fur\\'agd. (ji\ca\::umr

']’hus»liusuni proclaimed that * a long and ¢ (n.n"’thﬁr.
expenimentation, a continuous cducating of the car ”rf;;nnr,u;
this unaccustomed material tractable to 3 Qrowinn‘ : m?kﬁ
and to art. What fine hopes and visionary pcr;pccrivccs a%-in\c-r:l]t.mn
ing for them!” Such utopian aims and the beljef that on;l‘\cn-'
the vanguard are basic to the solidarity of partics cnnscioulz o
their tme. “Thq new!” becomes a slogan as “Kyrie eleison!™ dli),;
once. A religiously irreligious passion drives creative composers
and their adherents ahead into the future, as once it drove eaflicr

X‘:\‘mg on thg': earl;
P1a follows upon aner
‘only

spirits to absorb themselves in the Eternal.
Yet however much the will to progress grows and stiffens, 3
number of facts indicate that it no longer altogether corresponds
to the present stage of evolution. It has become clear that in
music there are no longer infinite stretches of new territory open
to conquest, that its expansions have come up against boundaries
OF must pass over these boundaries into neighboring realms of
noise. For the creating of ever new modes, rhythms, harmonies,
polyphony, and so forth, the same thing holds as for the revivals
of old music and for the spread of music over the globe and the
masses of its population. The present successors to the avant- |
garde are actually so few that it is doubtful whether they could |
be called avant-garde in the proper sense of the term. The utiliza- }
tion of the border zones of music and the human soul leads to
particularly severe attrition; what was once intended to frighten

and to shock has become “cooled-off material,” Morecover,
now only

up to |
a few new works have been incorporated into the |
permanent repertory of concert halls and opera houses, In con- |
sequence, the position of today’s composers has deteriorated in
comparison to that of performing musicians and conductors. It

is by no means a matter of course that the composer should at
all tinres be as much a leader §

n the shaping of musieal life as he

was from Josquin to Barték,
FHence it is not surprising
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!iunar_\' features that h('g.m partly
times, as for example the .miﬁyi'.nliutinn of ins
decline of oral tradition as 1t was pushed aside
by techniques of recording. It is to be
dcvclupuwm will continue and we
ourselves in so far as we imagine them extending
present. Yet some lines, as we have seen, ¢
beyond which they cannot £o. And we cannot foresee how
the counter-movements against them will carry-
the tendency toward regeneration against the tren
ization, Even if we think we know how the opposing forees are
made up, we do not yet know what will be the results of the
battle between them,

Another established point significant for a diagnosis of the
present and for prognosticating further developments concern,
the historical differences in all music heretofore, After a passing
modern trend that took into account only divergences in .‘.I‘}'_ll,‘“,
today’s comparative musicology is finding alongside the differ-
ences a considerable number of common features in the sub-
structures of all times and cultures, just as in present-day gencral
anthropology the traits common to all mankind appear to I)T
greater than many authors of Lévy-Briihl’s day nﬁmnncd.'/\ll'l(
herewith light falls upon the position in history of the rfnhc:l'.y
new directions in composition today. In their style as in th?lf
attitude toward the contemporary public they appear to {b
exceptional, a unique phenomenon when compared with all mlfcr
times and cultures, This helps to explain why they have l}crct(’l-
fore persisted only in small circles of specialists, and it points to
the likely limits of their future reception.

Yet a pessimistic prognosis would be just as little founded on
fact as an optimistic one. As in the present, so too in the near
future music will be living a life extraordinarily rich and multi-
form. Surcly many compositions will be produced and among
themn important ones, but probably the view will again grow
stronger that the substance of a culture is not exhausted in what
it produces, that the culture jtself consists_of something more

than the possession of works of the “past and the begetting of

" prehistoric, partly i
uments
lr)' \Cripr ang
assumed thgy these |
may picture the

ey
the
| llh']
nes of
future o,
on lmyuml the
Qme up againse fipy,,

—for example
d to dehuman-

fully develo
ress, nnd 4
these idca.s
during thi
new way:
and together
music?

pcd: creating
he steadily cont
keep their foree,
s time
he culture :

‘ ] ire 197
I3 ’” n H\”l'l ( !

(ti ,Ip I 1 ‘ witur |
cas came to ake

. years id
¢ hundred ye o

ty. In the 1o - ore or that i Mmusic
\r posterity- iaed betore ¢ " ) n prog-
works for PO% had not existed DEE ity serving a common | ch
B )mmamf(l\a( for posterity. o
¢

) W l'l‘l'"l!l'\'.
inuing comn uest of new )
mnung ¢ n l 1C {

i her
srhaps ot : ‘
or will pe  ideas, WA
wecome effective 1 "
: T 5 1 ] B o
e h“'" tiself, the fulfillment of the m : i“,
ol toward what s cterna

ideas, which

l\rcswd, I

with these a turning



