Carl Erik Kuhl

BEATING THE AIR

Historical and phenomenological remarks on the satics of conducting

The following is about the "conductor’s signs”. Bbe question is whether there really is
such a thing - whether the conductor makes sigali.athe most important sign is missing:
the question mark.

In order to say anything reasonable about (1) timelactor as a “sign-maker”, about (2) the
signs being what he makes as a sign-maker, and é)ahe signs as eventually sharing in a
signlanguage we must first ask about tisguationin which it takes place: What is the
meaning of doing “this and that” with the hands?afkind of meaning is the meaningful full
of? The study of the meaning of signs begins withstudy of the meaning of making signs.

A triangular sigrshowsa train, ands a sign in that place: a warning: “be careful'isinot
indicative mode, but imperative. The traffic pohtan does the same thing, but now “does”
means something else. The traffic ¢®pot a sign; henakesa sign. The sign belongs to the
action, and therefore to the situation.

If somebody suddenly says “meatballs”, we undesiess than a word of what he is
saying, unless the situation, including the otherds which are said in the situation, tells us
what he isdoing (a) Is he a guesbrderinghis dinner at the counter in the cafeteria? gb) I
he a waiter on the other side of the countestructingthe staff (c) Is he a patient, the next
dayansweringa doctor’s question as to what he ate yesterday?

Without a landscape, without a situation, withawyntax connecting the particular action
to other actions — without all these, any utterareceains “something somebody suddenly
says”.

In almost the same way, we must ask of the condigctigns: What type of action is he
performing, when he, in one situation or anotheakes this or that sign?

! Some preliminary remarks on the terminologyrazeded too. So far | lack a term

including the meaning of (conductor’s) 'beat’ aslvas (conductor’s) 'gesture’ like e.g. the
German 'Schlag’. The beat is the narrow functiagating marking the time - and no more.
The gesture means, roughly speaking, any otheg,that the conductor may do with his
hands. The very distinction as a distinction betwfeactionsis important to me. But so is the
point that the functions in practice, in time aage, cannot be separated. A beat is always a
legato-beat, a staccato-beat, a portamento-begtniore or less legato, legato in this way etc.
And any gesture relates to the function of markimgtime. Hence we need an inclusive term.
Lacking it | shall stick to 'beat’ and 'gesture’@&nccasionally leave it to one or other of
these words to carry out the meaning of the - mgssiinclusive term. Eventually | shall

apply the artificial term 'beat/gesture’.



A conductor is obviously the leader of a colleetisndertaking. What kind of task is
carried out by what kind of collective in this sition? What kind of leadership? With what
powers? By what means? The beat/gesture is aifesd means, and the one we will look at
in the following. If the contributes something commicative by beating, can we then say that
he makes use of a sign-system? What on the whald tize function of conductor’s signing
be?

First: What kind of situation? Answer: An ensemleation, requiring centralised co-
ordination by one person. We will limit ourselvesréto musicaberformancesi.e. to
situations in which the music in a certain sensests” before we play it. It is written. The
score prescribes how it is to be played, and tlegsribes how it sounds. When we play it, we
say that weperformit. Thus several performances of the same pieceusic can exist.

A conductor is the leader of a musical performaheaders are found everywhere —
including places where they are not needed. Buasionally they are indispensable. When
does a musical performance need a leader?

The answer has an elementary quantitative aspleete are so many of us that we cannot
make the whole function without a co-ordinator. Batv many “too many” is, depends again
on what music we are to play. How differentiatethis relationship between the individual
contributions? How many details should “show thiwi?g(a) Ten thousand people may be
able to sing “The star-spangled banner” althoughguite a lot more difficult than “America
the beautiful”. (It is difficult to stay togethdBut if the idea is to make the plurality heard,
then it is quite all right that we do not stay tthger very well.) (b) A march needs no central
co-ordination, if people are actually marchinghe music. But when the Guards are playing
while standing still in front of Buckingham Palatieey must be conducted. On the whole,
music for dancing needs less co-ordination thanerfas listening. (c) Music in which a part
of the sound product in itself serves the purpdstbeat-keeper” (e.g. the drums) does not
need a central authority to take carehaft function. (d) Especially important, music which is
first and foremost meant to be heard by others thase who play it - and hence may not
even be heard properly by those who play it — meguiother things equal, a stronger co-
ordinating effort. The ideal place for listeningtt@at music is not where the musicians are
playing it, whether they are playing for Royaltypaying public or God; in the ballroom, in
the opera, in the concert hall or in the churchMere generally, it is a question of how
unpredictable the individual finds the connecti@tvieeen his own contributions and the
whole to which he contributes.

The type of conductor with whom we will concern selves is the one we use to see in action
in front of the symphony orchestra, idiomaticatty the great repertory of Romanticism. It is
in his field of activity that the need for co-ordiing intervention is greatest. Here are the
largest numbers of things that can only go welhvgadership; in so far as the music does not
just go along by itself. Here we can also expedini the greatest number of signs; here the
magic is greatest. He is the modern conductor: thettparadigm and the myth.

As far as that goes, he is good at many othegshinan those we hear and see — and are
intended to react to — during a performance. Oatthé performance we have all the aspects
of practicing, the rehearsals, the ability to mate; the personal charisma or you name it.
Such tings will be totally left out of account inradiscussion. But during the performance the
conductor is also good at many other things thaatwhperformed with hands or arms. The
gesticulating involves the face, the eyes, théualitis and movements of the rest of the body,



all of it being extremely important and not to bsregarded here. However we will allow
ourselves the latitude of considering it to beudeld in a concept of beat/gesture or@ader
sense.

Not everything succeeds. Not all orchestras amdiectors are equally good, or good at
understanding each other. Not all the conductogssages get through. It is a fact that people
cannot always make themselves heard. Especiallwineh so much must be said all at once,
or in rapid succession. The conductor may not advkanpw what he wants to do, or he does
not make it clear enough. All that is important egio. But in order to understand the
deficiencies, we must first understand what theydaficient in. And that is precisebyr
guestion: What does gesture/beawdeenconducting succeeds?

We sometimes meet the point of view that condugqtasbably also “bluff”. (In that
case it must be the audience. One cannot bluff@elayer!) Can one really do
so much, so many different things, and make so mpaople do so many different
things all at once, by waving one’s hands and anise air? Well, that's a
guestion of what we mean by “bluffing”. In our cexrt it should be sufficient to
draw attention to how incredibly sensitive we ardacial expressions, tones of
voice, and “body language” in general. In so fathes sensitivity is a fact, there is
a priori nothing to keep us from accepting the possibdita tremendously
complex conductor’s language.

* % %

The history of conducting musical performance®mgland complicated. Taken in the
abstract, the subject includes all forms of mugpeaformances that require a central co-
ordination. What is it that must be co-ordinatettj Aow has the co-ordinating function
actually been carried out? As such, the historgoofducting is connected to the history of
genre and style, but even more deeply with thehistf the very meaning of music i.e. the
meaning of making music.

Regarded as a role — as an agent, as a figueeradldern conductor is originally a German
phenomenon, belonging to Romanticism. That yieldfeelogically - the figure itself, but is
also an immediate effect of the Romantic repertaoiuith all the challenges it poses to the
collective (the orchestra) in its realisation. Aeaen though orchestra music written both
before and after Romanticism is played today, timetion of the conductor, as we shall see,
is still the Romantic.

The history of music often mentiokelix Mendelssohn-Bartholdy (1809-1948)the first
modern conductor. But in our conteRichard Wagne(1813-1883) is more important. If one
Is to discuss what “signing" contributes when itichest and most necessary, the composer
Wagner makes other demands on the Wagnerian camdben the composer Mendelssohn
makes on he who conducts his work. To be suregcertain sense — which is definitely not
the only one, but which Wagner and Mendelssohrtherother hand, would agree on — a
work by Wagner makegreaterdemands on its conductor than a work by Mendetssaust
as a symphony by Beethoven makes greater demarttie conductor when it is conducted
according to the Wagner concept than when it islaoted according to Mendelssohn’s
conception. Why? As Mendelssohn sees it, the cdndueleases naturalness: the music can
get along on its own. In that sense, MendelssdtemnRomanticist, is still a Classicist.



Wagner was indubitably innovative in his own pigaitconducting activities. But more
than that, he is also the first to give a collegiegsentation of modern conducting’s functions
in the text Uber das Dirigieren”(1869). Here he describes thipartition we still comply
with as if it were the most natural thing in therldo (1) the conductor chooses, sets, and
keeps a tempo. The conducbmats time(2) But added to this is the “new”, the important
thing that we are attempting to relate to in tliatext: The conductor forms, shapes, gestalts
the music with his gestured/agner says that he, in his unceasing appeaktmtrsicians,
makes them find, hear, and “sing” the melody. Hesubke concept of ‘melody’ in a very
broad sense, or at least attributes a long sefiesptications to it The melody is that which,
at any given moment, self-propelled and efforthebslars the meaning of the music, but also
demands to be borne itself. The melody is what wee-musicians - all follow, and what we
all contribute to, in that we follow it. Clearly,eancannot all literally “play the melody” note
by note in the orchestra, but we must all “find thelody” if we are to playogether If this
IS put too loosely, then define it negatively: Tdwnductor does many other things for the
realisation of the work than to fix it securelydgplastically in a frame of metre and tempo.
All these “other things” are what (2) is meantriolude. They are th@rming, shaping,
gestalting Wagner was the first to describe this.

To shape something with one’s hands, to gestaiveé it form: that is what the sculptor
does. So, if such an image of the conductor isd& like the conductor, we should say that
heshapes by a living grasp of a plastic materidlgathan by carving in stone. If we further
imagine that the material is not only plastic, lwihg - pulsing and unceasing — we are a bit
closer. But most important is that the image regmegthe productiorrather than theroduct.
Or that the realisatiois the work.

Wagner sees Beethoven as the one who promptsibé@ein” conductor to step onto the
podium. Music has always had to do with feelingepas, and their expression, Mozart no
less than Beethoven. But the sensitivity he fimdsiusic up to and including Mozart he calls
“naive”- without associating anything derogatoryiwihe term. The emotive comes of itself,
plays itself out, whewe play the music. Beethoven’s sensitivity, on thatcary, is
“sentimental” — again using the word in a sensetiha not yet become pejorati&he
expression of feeling is neither rhetorical norrgpoeous: it ipersonal.

In connection with this, Wagner tells of a “diseoy “ he made in his time in Dresden
(1843-49): the orchestralibato. If the music is to live, it demands that the temp
continuously be adjusted up and down. Tempo maigedband felt — this is the basis of
sensitivity itself. It is no problem to rubatisetlwiourself, as the pianist does (whether good
or bad, tasteful or tasteless - a question thalways debatable). To make a whole ensemble
continuously swing along with these tiny adjustnserg even on the technical level a difficult
art. The ambition, however, is personal emotionresged through a collective. Rubatos
should sound as if there is only one musician petiiag.

* k% %

2 He may also here be inspired by Schopenhauer dobs place the “melody” on top, in
that he claims that certain musical concepts blgiaee metaphysicatategories. See p. ##f.

% The distinction has been made by Schiller inéBihaive und sentimentalistiche Dichtung”
(1794/1795).



Greekmusic is by nature vocal music, baitapellaor accompanied by a string instrument,
e.g. thekithara (so-called “kitharodi”). The first “conductor” wieear of, is thehoregosof

the tragedy, who leads the choral dance as a legdrsSince the tragedy is no less a cultic
ritual than a “theatrical performance&horegoswvas accorded great dignity. It was not
without reason that Orpheus was calleddregosof the stars”.

So Greek music was not led by having someoneriggaind there are many historic
reasons for this. But first of all, it would probhalbe impossibleo lead it in such a way. The
beats would — because they are beats - be mistgatirihe metric time of the poems
depended on duration, not on accent. The simpetipal solution - at the same time
illustrating what the Greek chorus was to carry-owas to givechoregosbells on his ankle,
chiming onarsis, not onthesié. Hence it is the articulation of the dance steps tbonducts”
the song. The dance steps probably did not allowldoiving simple numerical ratios between
the duration of the syllables. And what appeansatsral consequences of dance — of the
pattern of the steps, of the shape and naturallityobi the human body - are incredibly
difficult to realisewithoutthe dance. The Viennese waltz, with its extrenspldcements in
relation to the metronomic %2-metre is a matteranirse for those who dance it, but difficult
to conduct, if it is to “swing” properly. Similarlyve should imagine thahoregodixed a
metre and a character, and then constantly adjtis¢esbng through a broad, gliding
spectrum of dance steps. Leading the choir ashbe’s leading dancechoregoded the
choral song.

In Medieval“art music” — here understood as music by andaforlite, written and ideally
writable — we meet for the first time a musicaldeawho effects his leadership with his
hands. We are dealing with liturgical song — fast foremost Gregorian and Byzantine — and
the master holds in his hands a roll of papers tficourse “Scripture” he has in his hand, a
symbol of authority and as such important enough.d& not, as far as | can tell, know what
other purpose it may have served. There was na pats whatever gestures he may have
made in the air, he did not beat the time. Thers ma dance. The spoken text was not
metrical, but the mode of presenting it was all-omant. The roll of paper was calledl-fa
The designation is obviously connected to the pralepedagogical system of names for the
notes (“ut-re-mi-fa-sol-1a”), which is ascribed @uido of Arezzqt1050), and soon became
designated “the solmization system”. This is furthssociated with th&uidonian hangd
being a projection of the solmization signs on® tibpography of the human hand. And there
iIs no doubt that the rehearsals of the choir hayeart used the techniquesabfeironomyin
which the master pointed to the various parts @& band with the index finger of the other
hand. But here, where everything seems to us todély, a puzzle appearsheironomydoes
not allow for anything to béeldin the hand.

The baton does not appear until the days of thieabisthnovation we now cabpera Either
in almost the same shape as we know it today: B04€entimetre-long stick, moved about at

* The Greek word ‘arsis’ is derived from ‘aireifio raise (something)”.
® Itis interesting that the roll of paper latélaages to the function we normally associate
with the beat. As such it does not become entwbbBolete until about 1800. And even later,
when great musicians are portrayed, they may amgaky have the roll in hand.
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shoulder or face height, almost like a pointera®a longer, thicker cane, used to knock on
the floor. In both cases it is clear that, justhesroll of script originally was a sacral symbol,
the baton is a worldly symbol: the sceptre. And assthe prince is enthroned in his power,
the opera may be conducteehted as for example was often done at the court oid.Bu

The opera is fond of treating motives from the feednpamas of Antiquity, and the
performance takes place in honour of, and as at&ito, the monarch present. The conductor
is his musical deputy. As he rules France, the gotwl —most outstandingly when his name
is Jean-Baptiste Lully (1632-87Yules the orchestfa.

At that time we meet for the first time (somethlikg) the modern conductor omeof the
two main functions we take for granted today (se®)psetting a tempo and keeping a metre.
That function may only be carried out with beatt teast if the procedure is to be simple and
natural - if certain conditions are fulfilled. Le$ name one of them: durational metrics must
give way to accentual metrics. The latter is nowada “natural”, that the first seems
“unnatural” to us. But this was not the case uhel end of the IBcentury. This can be seen
by the fact that the bar lines, as we know therat fppear about 1650 — in vocal music even
later. Thatit happened at all, is traditionally explainedoasng to an influence from a dance-
musical idiom, parallel to a general revaluationnstrumental music. The history of music
from the birth of the opera and for the next 2-868@rs is to a great extent a matter of the
steadily increasing importance of instrumental musithe ideal conception of what the art of
music is, and how music “sounds”.

Chiming bells here, knocking of canes there: dibitdisturb? Applause drowning out
the music and interrupting the action, candy bhageping sounds: is disturbance not
something to bavoide®

® Even at the cost of his life! During the perfamae of one of his works, Lully hit himself

violently on the foot, and died of gangrene.



Very well, what then is a disturbance? Nothing desturb an action of which it is an
integral part. What kind of “action” is a musicarformance, in so far as this or that
can be considered a “disturbance” of that acti@)?t (s not an “action” in the shape of
a practical chore aimed at a result, defining nnaads and detours and deciding what
promote and hinder, further and disturb are to m@arit is not an “action” in a story.
The act oftelling a story can be disturbed, depending on what e ad telling stories
is. The story’s own action cannot, since it doestake place in our space. (c) A
musical performance is, rather, an action in teesavay that a cultic ritual is an action,
where being present is being a participant. Sinbdlahe way in which the Mass in
classic Catholic theology means celebration rattieen proclamation: the faithful
partake in the mass by being present.

We know too, that people wept aloud at the Gresdretdies, but that was a part of the
action as a whole. No one hushed them. It did dsttrb the others’ experience of the
work of art”, since the idea of the performance wasto give or have an “experience”.

Applause occaS|onaIIy drowned out entlre passagie Neapolitan opera,
incessantly braking the progress of the mudait it seems to have been a part of that
collective’s way of being and acting in and as kective.

Everyone could hear Lully knock on the floor witis cane. It was not written in the
score, so in that sense the sound did not belotigetmusical performance. But the very
fact that the “irrelevant” sound could be heardhat the sound was that sound, and that
it was irrelevant — may have been part of the “gneaction”. It was a reminder of who,
in this situation, summoned whom and carried tleal"rsceptre.

A large number of the functions of conducting atttime — which later came to be known as
the Baroque period — were not carried out by bgdtme, but in close connection with a
fundamental and specific characteristic of theestflBaroque music: titborough basas

the music’s integral principle of contrdl.was the period of the breakthrough of anothar, f
modern man all too banal, but geographically astbhically specific condition: that

harmony first and foremost meatitsords,and that the chordal progress is the dominating
process in music as a whole. Today a goodly numberusicians administer this condition
when playingiigured bassit was heard only slightly differently in the Bapee period. Each
person in the ensemble at that time also suboetinatmself to the common effort by
obeying chordal precepts, as they were found fleercomposer’s hand in the notation for the
thorough bass. We “participate” in this procgeawhat we play. However, most of us do not
play the chords, but melodic lines. Only the kegrodnstrument — the organ, the cembalo -
does. The leadership is located there and therigatsielf is first and foremost carried out as
an appeal to the ear. The harpsichord occasiomadiyes in front, detailing, simplifying,
figuring. The instrument does not play very loyahost of the details are heard only by the
other players, not so much by the audience. Céytahre harpsichord also plays the most
important co-ordinating line — most important foetother players as well as the audience —
the bassbut with a strong, not to say indispensable regdgment by true bass instruments
such as the cello or the bassoon.

As we know, it was up to later periods to appreciach’s genius as a composer.
However, he did enjoy a considerable reputationviar other things in his lifetime: first for
his improvising at the organ; second, for his &ptlb manage, co-ordinate, control — that is
conduct - an ensemble from his place at the orgdneocharpsichord. We do not doubt it, but

" A similar attitude may still be seen in southEurope today: "We come to the
performance because we love their art. Hence we atgs be allowed to show our
appreciation of their performance!”



we have only weak ideas as to how he managed #otiqal side of it. His hands were full at
the instrument, so at any rate he could not beatithe with a stick.!

The 18 century Classicisrmarks the historic breakthrough of another of nnoigs
“naturals”: the concert hall, and in even broadarsg, the breakthrough of the concert hall
situation The church is becoming a “spiritual concert halfusic as art is coming to be
regarded more and more as an objectémtemplationBut preferably in rooms specially
arranged, prepared and adapted for the purpose.

In its fundamental conception of polyphonics aaditony Classicism is no less bound to
the chord than music from the Baroque period. Batthorough bass is eliminated as a
paradigm or set aside for quite specific functibns.

Next, and especially important in our contextthe middle of the i@century the modern
symphony orchestra begins to appear, with thegseiisemble as the substantial part, and the
1% violin typically being the melodic nucleus. Theachcteristic “Stehgeiger” leads the
ensemble fronhis place, as the cembalist did from his. If a laclspéce required it, he turned
his back to the audience. He was nebhist If there was a soloist — if the music, for
example was a solo concert - the soloist led wasetider. The others, in groups including
their leaders, accompanied and commented him, playédd sametimes against him. Haydn
and Mozart have both led opera and church musm fhee cembalo (or organ) and conducted
symphonies as Stehgeiger.

Yet another thing now called for co-ordinatiore imgraduated modifications of the
volume. The ensemble music of the Baroque periodified both volume and timbre in
terraces or blocks. This, again, is something wihcine or less “plays itself”. To lead a
collectively performedrescendpon the other hand, means continuously reguldakiagslope
of thecrescendecurve as well as the balance between the instrtspanticipating in the
crescendoThe same applies no less to the adjustment dfrttire, when the timbre as a
“parameter” (from Beethoven on) becomes more ancknmbegrated in the composition of
the music, and as the orchestra itself tends tarekpn other words, the individual musician
in the orchestra becomes more and more a partidipaomething that he cannot “survey
with his ear”: partly because the place for a bagaihhearing of the whole has been moved to
the listeners’ position in the concert hall; patigcause his contribution (at least in more and
more of the groups) makes less and less “meanuitybutaccess to just such a survey. The
conductor is becoming a practical necessity.

Necessary, to be sure. But not necessarily — rictase especially honourable job. Playing in
larger ensembles is still in Classicism mostly dterdor appointed musicians. Haydn has his
prince and his duties. He composes, rehearsesaafaimps music for the occasion —
everything under one hat, so to speak - in a contaarelationship with the Esterhazy family.
The occasion is “the banquet”, “the Easter Masttie ‘Celebration of this or that”. Only near
the end of the century - with the monumentalisatibaymphonic works - does the occasion
become purely and simply an occasion to perforns ‘tfork”. And then it becomes not just a
practical condition, to which one must occasionallpmit, that one person composes while
another takes charge of the performance. The ohadwa become the true creative genius,
while the other only takes care of the necessaly dhco-ordination. Often an older,
experienced, but no longer quite so well-playingsimian is given the task. (One might

® The classic recitative, as we know it from Mazar still completely based on the thorough
bass.



compare him to the coach of a sport team: impogantigh, but it is still the players who are
supposed to win the game.) As it has been said:

“Wer aber allen diesen Unfug gern verbannt sehénsielle einen Mann an die Spitze,
welche...sich ungeteilt [without participating] dear§e fur das Ganze widmen kann; welche
bloss taktieren.” (Gottried Weber, 1807, difusik in Geschichte und Gegenwarol Ill, p.

510, Barenreiter Verlag 1954). - Note that ,theldqe him, he does not place himself. His
function is like that of the cue-master at the treedmportant for the creative process, but not
creative in itself.

As the orchestra gradually is becoming a commit@pparatus it defines the function of a
.Berufscapellmeister”. His job is not to ,interpté¢he work, in the sense of taking
responsibility for the unique meaning in playinguys* rather than “thus”. He need not offer
his personal opinion on the expression of the muasid should definitely not express his own
personality in the music.

The conductor with no background as a composeax,leader of a continuo-group or as a
Stehgeiger appears in earnest for the first tineeiah800, and remains a controversial figure
for almost 50 years.

We see how the history of conducting in its own \péaces itself on the two great
»curves” of Western musical history: (1) One sthets from a sacred to a secular
musical paradigm, the later Baroque period beiegolance point. Worldly music
sounddifferent, to be sure. But first of all the chargdehe paradigm means that
music — even when i$ sacred music — is being detached from the rituadt least is
being ritualised in another respect within a togglof subject and object, typically the
concert hall. (2) The other curve stretches fromo@al to an instrumental musical
paradigm. The point of balance is Classicism, withennstrumental, but in the literal
sensecantabilemelody has become just as natural as vocal melsely. After this,
the instrumental paradigaisodominates vocal musfclf we whistle the melody
instead of singing it, we lack the text; but thelody is no lessnelody.

By the way, the true “revolutionary” form of musicClassicism ichamber musidNot so
much because of the innovation of the genre, ostipposedly unsurpassed level. Indeed that
was important enough. But added to this was theetiiat chamber music's interplay was the
very picture of the bourgeois revolutionary idealcbnversation between free and equal
partners®.

The music-historical shift from Classicism to Rartieism — and thus to the epoch where
the modern conductor finally mounts the podium s-tias some striking similarities to the
shift from the revolutionary age to the age of Napn. Chamber music’s brotherhood gives
way to the fellowship led by the outstanding indiv&l who is having the vantage point. First
in the form of the soloist who directly controls@mplicated, many-facetted process: the
concert pianist. lllustrious, grandiose and extrgwevirtuoso like Liszt. Introvert and
subdued like Chopin, who rarely played strongenth& And then, later, the conductor, who
leads the collective safely through. ,Alle Menschegrden Bruder” — doubtless, but it is
certainly a project for the brave of heart - onarhelhe conductor is Napoleon. Schumann
expresses succinctly his reservations with regatte new conductor's role: ,The true
orchestra should be a republic!”

And now there is only one thing missing before kiee modern, romantic conductor - is
all the way up and out front. The role as the inglesubject is supplanted by — or at least

° This may not apply to Schubert’s lieder. Butdes apply, each in his own way, to
Schumann, Brahms, Wolff, Strauss and Mahler.



supplemented with — the role as the brilliant aekely artist, who, with or without an
understanding audience, battles against the ograis heart and mind, and daily passes
judgement on himself. The expression of the musiukl not become less ,personal”
through being realised in and by a collecti¥e.

There is not much to say in our context about te®ty of the conductaafter the
establishment of the figure by Wagner. The firggtthat strikes us is probably the
specialisation: if one is to achieve something gpesublime, one must immerse oneself in
the Baroque orchestra, become a Bach specialigtjenpreter of Mozart, a Wagner-
conductor etc. The second and most importantaisttte studio recordings a product
competes with the concert performaiasean event and wins!

What about conducting the music for ensembles lwhas beewmritten in the twentieth
century? The conductor as ,figure” is still the saralthough it can be said of a goodly part of
the modern repertoire that it (just as music 208ryearlier!) first and foremost needs a
leader in the wide sense of a co-ordinator of redssand performances.

The personal expression in and through the collecs a romantic idea, a romantic
project. Butthe figureis still alive, andnustin a certain sense be remain alive, in so far
as we still play music which is difficult to readisvithout it. This connection between
the aesthetic, the ideological and the practicpeihaps best illustrated in what happens
when it is not taken seriously enough. We havexamgle in Moscow in the 1920s,
where they certainly declared fonaterialisticconception of history, but in practice
did not think materialistically enough.

They wanted to play Beethoven symphonies withardgraductor. The dream of a
workers’ collective, co-ordinating the process adguction itself, is noble, and
becomes no less noble when the product is noblé.a&rregards the product, the
experiment apparently went quite well. But the dedsato be fulfilled were enormous:

(a) Every musician had to be an artist in a moremrehensive sense than orchestral
musicians normally are. An orchestral musician‘smal strong points include technical
perfection; a special ear to his own instrumente® in the whole in a ,slewed*
perspectivE; visual responsiveness and immediate adaptatitmetoonductor's
beats/gesture. This last can - perhaps - be daheuwtidispensed with. But the other
requirements are universal. In addition come tlq@irements deriving from the fact
that a personal artistic expression must emanate something other than a person: it
must be something so peculiar as ,the personaksgjon of the collective”.

(b) The collective must work together for a loimgé in order to become one
organism of a strange sort, in that everyone ppdimg “is” both limbs, mind, heart,
eye and ear.

19 This applies, no matter whether "the person”fisascendental construction, necessary for
the experience of the expression as paan (later, perhaps much later) is the artist
himself. Modernisation of the emotion implies #tsih the expressiorof emotion from the
rhetorically presenting to the individually reafigi Emotions and music have — put very
simply- always been involved with each other. Aedsstivity was also mentioned 8turm

und DrangandEmpfindsame ZeiBut it was never a question of “Selbstdarstelfungt of a
personal idea of the music’s expression, or eveexanessiorof the personality. The latter is,
however, what breaks through in the course of iecentury.

1 See p. 2 on musical performance where the muisies listening position is not — and is
not meant to be - where the musicians are playing.
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(c) Everyone must know the work as a whole (fie survey”, “from above”) and
preferably all the parts.

(d) All this implies an extremely long rehearsatipd.

Speaking economically: the prodwein be just as good, but the mode of production
demands too many resources. The process of produstmore brotherly, humane,
non-authoritative, meaningful; but it requires at®af time, at the same time as only
very few musicians would even have the many-sidezht to build up the competence
necessary to play with an orchestra under suchiwonsl. The worker in the collective
must, so to speak, know his own subject as wehaisof the engineer, the leader, etc.

Symphonic musics not democratic. The very product determines toeaiglegree
the division of labour with - on the one hand oaeyeign leader, and - on the other
hand - individual workers each doing what he carttfie cause, but without necessarily
knowing or learning what his own efforts at any nemtmay be good for in the good
cause . Of course 100 men can play together ,deatically* and produce something
sublime. But preferably not romantic symphonies.d®@rtain occasions composers were
asked to write music suited to such a collectivapction. It turned out to be
entertaining to participate in, but not very exutito listen to. (If the music to a great
degree was meant to be worth listening to, theretisea ‘but’. The music does not suit
the paradigm of the concert hall, where musieisggmed for a consumer, who
consumes by ,experiencing®.)

* % %

Few today would be tempted to regard the histonpos$ic as an evolution toward something
ever more sublime. Neither should the history afdiecting be so regarded, although this
may seem less evident. One may compare it witlhidtery of notation. Modern musical
notation, as established around 1750, may be nu@tiled” than earlier forms of notation,
but that does not automatically make it an ,,improeat” of these. The idea of notating as
well as the practical point of notating just thisjust this or that way, varies from time to
time. The jazz of the '20s would be no better ivére written in a score — at least, | suppose,
not better jazz.

As long as the notation of music serves its paréorce, there is no reason to write down
morethan is necessary for that performance. Notas@wtation byfunctioningas notation
among its users, in consensus as to what a scpteanlf the musician plays only what is
written in the score, he is certainly not playingatthe score says.

The score can never say how the music should sdusets out a frame, and as such it
says only what playing ,wrong" would mean. The mdetailed the notation, the greater the
number of possible ways of playing “wrong”. Butas the fellowship of genre, style, and
epoch determines what ,wrong“ means, it also datemhow the very phenomenon of
fallibility is to be interpreted. Perhaps the penfiance of a Baroque Trio Sonata in the
situations where it was originally intended to leautd was better able to ,tolerate” a wrong
note now and then, than the same work — not toioreatwork from a later century —in a
modern CD-recording. Maybe the music was lessadaldaio other things. For example to the
performers’ lack of spontaneous co-creativity witthe frame, which itself was wider than
nowadays. The score says “do like this!* and ,dad@tthat!” But it says so inside the frame
of a third imperative: “Do as you know you shoutal-dust as anyone in your position would
know to do!” The score operates within a detailesinfework of common preconceptions and
conventions. It was clearly a pestilence for Bdxdt he so often was forced to make do with
too few, possibly mediocre, musicians with littlenm rehearsal time. But perhaps in another

11



way than a musician of today tends to believepifas as he merely compares with modern
musicianship. (However, it @lsoa part of Bach’s mastery and of the style he sharth
other, lesser spirits of his age, that much ofrthusic speaks for itself, if only the right tones
are played).

Generally, the music in any period fulfils the teial conditions for being i.e. being
realised ashat specific music — whether in instrument buildingtatmn, conducting,
reproduction, or whatever we can add the suffigchinique” to. And if there is such a thing
as the “history of conducting”, it is in any cas# a question of “progress”; it is a question of
changeablility in a number of simple but also basactical conditions concerning musical
ensembles and their leadership. As such it ispofse, closely tied to the history of genre and
style and the history of music in the broadest seBst at the same time it makes it very plain
that the subject of the history of music — the “muthe history is the history of — is not the
works of music, the genres and styles, but the gsanle nature of making music — i.e. what
making musi@uamaking music means.

* * %

Let us now look a little more closely at what thedarn, i.e. the romantic, conductor does to
realise the work of music, make it move, work, Jigs it outlined above (see p. 3). In
principle it may be possible to think it in manyysalet us take a look at a few of them.
First:

(1) The conductor’s gestures aigns In that the conductor makes the signsséngshow
the music is to be played. The signingminciation

If the signing isenunciation, the statement is apparently “do like this: ‘... The signing
is a sort of “successive instruction”. Using a spleconductor-language, the conductor at any
moment tells the musicians what he wants them toahal lets them do it. Such a conception
is misleading: (i) In the first place, the modekdmot allow for an explanation of how the
conductor is actually able to manage it! How camiamage to make the grefiferencethat
we know he does make? Everyaillisecond would in that case have its own coogitd
set of instructions, and these should immediatelfolowed by new instructions, as well as
adjustment and correction of what had just beeth-sand has just been done. (ii) But even if
we assumed that such detailed instructions in jpi@could be communicated so quickly -
given and received - the equation would still nbttiie instructions would never lpeusical
instructions. For what the musicians do is notqusace of individual actions, each lasting a
spilt second. | do not think there can ever benguage that, on the music’s own level —
treating musi@s music - expresses what the musicians are to doyagjiven moment. It
would not be a language in terms of music or makmgic. The mode of conducting music
Is as littleinstructiveas it is descriptive. The signing is not enunoiati

Instead we try:

(2) The conductor’s gestures aigns The conductodemonstratedy these signs, how the
music is to be played. The signingdsmonstration

12 Cf. Kuhl, C.E. Musikalske Omgangsforméorsk Filosofisk Tidsskriftl973, 8, 221-247.
Or Kuhl, C.E., Karolines KulokPhilosophia 1992, 20, 129-152.
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What takes place is not that something is saittiai something is shown. Not a “Do like
this: ...!", where that which is to be done is fduafter the colon, so to speak referred to or
“described” in conductor-language. Rather it i like this, where “this” is the act of
demonstration itself. The conductor shows the niaisscwhat to do. But he does mimtwhat
they are to do: hdemonstrateg with signs. Is that what happens?

First, the conductor must in any case show thdaiauns what to do; and let them do it in
the very moment he shows it. Making the sign atidvieng it are two things that must “keep
in time”, to use an expression not only used irakpey of music. (It is related to a
phenomenon most clearly appearing in music, bukesply rooted in our temporal
experience that we readily use it in other aredgeofoo.) But the formulation is paradoxical:
How can the sign be made and followed at the sames tvhen the one is a reaction to the
other? How are we to understand a sign that isngnezeived, and followed up at the same
time? And furthermore: the sign is not only someghin which weactually meet at this
moment; it is also a sign of in what sign srell meet at the next moment. Is this not a
paradox?

Of course extremely sensitive instruments coul@r @/period of time, prove the
existence of an interval between what the condwtes, when he demonstrates what
the musicians are to do, and what the musiciang/bden they do what the conductor
shows — so that they dotd@gether It depends, among other things, on the terms we
choose to use when we say that @ahé conductor did “like this”, and atthe orchestra
did “like this” and the second “this” was a reaatio the first. (Note, by the way, how
immediately we turn from speaking of the “orchéstrae. “the musiciansin toto- to
speaking of “the individual musicians”, althoudies$e too indeed have their mutually
objective reaction times.)

Part of the conductor’s art consists preciseRawvoiding the interval”. The beat is
not just the beat, as the hammer’s blow on the aathe fist hitting a feather puff. The
conductor’s beat is first and foremost the beat awvement toward the point of
impact, so that we meet “on” the beat. His gestorestitutes what the Germans call
“agogisch vorenergisierende Kurven”. Whatever aiseloes is what it is still possible
to do after this function has been carried Gut.

We now find ourselves in the neighbourhood of treagparadoxes which the analysis of
time has been struggling with for a couple of tlemdsyears, and which found their first
major description in Augustin&lf we insist on thinking of movement as a “sum” of
arbitrarily small stretches, or of “positions” ¢fet object (here: the hand), we will go astray.
The movement as a whole must beghmallestunit. If we dissolve it in detail - as, of course,
we can, and in the treatment of other questiormylgh- the analysis only works when
recognising the fact that such detailing is fundataky destructive to its object. (That is, as
we know, the original meaning of the word “analysighe technical meaning of the word
draws on experience from the art of medicine: lalygsis, Hippocrates separates organs and
limbs from each other in order to study them -h¢ffect that they ceaselie organs and
limbs.)

13 This has nothing to do with the practice wideagramongomeconductors — not all, not
always the best — of "lying ahead of the orchesivdh his beat. This is merely technical
difference. Both can be done. Musicians usuallygpreonductors, who doot lie ahead.

4 One notes by the way, that Augustine is the §jrefit Christian philosopher of music.
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But we also have a problem when we call the mowertiee smallestnit’. As a “unit”,
the movement must have a beginning and an endstBetly speaking only the first beat has
a beginning, only the last an end. The movememrta@r-discreteand thusion-numerabler
at any rate “arbitrarily” numerable.

It is almost as if someone, out of context, askdhmemanythings | have “done
today”. Well, | went to the baker’s for bread. Thats one thing, just as doing the
dishes was one. Or many things, in so far as | imgsiget into the car, then start it,
drive to the baker’s, buy the bread, etc. Or evenenfor first | had to go out of the
door and lock it behind me, walk up the walk to tae, open the door, stretch one leg
and bend the other ... etc. (But note, too, thigthiard to arrange the example far
enough out of context to make all answers equallyvJust the formulation “... done
today indicates the type and extent of the entities.)

We are at a loss as to what a “sign” is at all, nvtiee signing does not itself indicate wbae
sign is. What is one movement? The fall of a stoegins when there is no longer anything to
keep it from falling; and the fall reaches its eviten the stone hits the ground. As such, the
fall is one movement. The mailing of a package hegrhen Peter delivers the package to the
post office, and ends when Vera receives it froenrttailman. In that sense, it is one
movement. But what is one movement, when we fotlogvconductor's movements?

The next thing is that signs, as we usually knleent and make them, are valid as the
occurrenceof atype“This sign 7 means ‘open’ , “the clouds over there are a sfgaia”,
“that is a stop sign”, “this is a W”, “a finger front of the mouth, like this, means we must be
quiet”. The individual signs may be “individual” thoas in being particular, ad@ken,and in
being general, astgpe At least this is the case as long as we makeher demands on the
distinction than what makes it possible to sayi$ #ign " is the same as this—7 and this
7= *“, or “this sign I~ must be distinguished from this1 “ (and not only because “this
points somewhere else than thidn that sense, the conductor’s shaping gesanesot
individual occurrences of a type, them® no types: the gestures aren-typical We cannot
distinguish between the essence and the accideribe sign. We should rather say that “the
whole of it” is essential, strangely enough imptythat we cannot recognise the essence
spoken of, since we could not know it before itpegrance?

Closely connected with this is the fact that tbeductor’'s signs aneon-repeatablethe
same sign cannot be given more than once. — Weliska downbeat not a downbeat? Is the
downbeat — at least allegro, in that movement, in that bar — not the saméasiownbeat in
the next bar? No, for the other things that aregppen — what is written in the next bar - are
not the same. Further: that a downbeat is a dovwinbealy a small part of what the
downbeat actually means. As an occurrendd®typedownbeat’, the function might just as
well be carried out by setting up a metronome plgsio all. The closest the conductor comes
to a sign as a repeatable occurrence of a typeoisably the lifted index finger, whether at
arms-length in front of the eyes (“Watch out!”)inrfront of slightly pursed lips (“Hush!”).

15 1t is not certain there is an "essence” for tién@se house-sign, in the sense of something
all occurrences of the sign at all times have lnacbmmon and distinct from other signs.

Here or there the sign may even be difficult toniifg in its occurrences. But in that sense
identification means precisely "recognition”. Daeesis that this sign here/now under certain
conditions is the same as that sign there/theseweral different situations the sign is to be
considered "the same sign”, i.e. as an occurrehoe®and the same sign, in so far as it is the
samefunctionthey carry out in the middle of the diversity.
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To be sure, this too has its particular “modes’t tBey are modes in the occurrence of signs
that are basically the same, in so far as theyhear the same function in situations that are
basically different.

What matters is not “what” he does, but “the whg’does it, as we say, when we are
having trouble finding universal concepts, i.efixing a concept at all. To give a cue to the
2" violins clearly has the character of making a sBmt the sign is a sign of little or nothing,
until it has been given itsay.

There is a tremendous multitude of distinguish&keys” in which things can be said,
shown, and done. But in conducting, that whichaig,sshown, done, cannot be distinguished
from the way it is said, shown, done. And furtitBe “no-parking” sign can, of course, be
said to mean the same, whether the context isA@stor Western Blvd. whereas no one has
ever said two different things in exactly the saoree of voice. If the “content” is different, it
makes no sense to say the tone of voice is the.Skake e.g. a smile (or laughter) as a sign
of happiness. It will always kibat happiness, you are happythat way, abouthis. If you
change “that” and “this”, you change everythingd éime smile itself becomes something
different. And if you leave out of account “thatich“this”, not even the smile is left.
(Imagine the — supposedly - same smile on thedat®e same person, first watching a group
of children playing, then a traffic accident. Indatis notthe same smile!)

In the same way, it may be said of the conductogat: two approximately identical beats
— identical if seen by an eye abstracting them ftioencontext - do not remain identical if
they are brought back into context. At the levlakeve the signs — if they are signs — really
mean something, they are basically unique insdangthing that they carry out depends on
[is derived from] their full concretion, includirtbeir full context We cannot distinguish
between what is said and the way in which it islgar: We cannot distinguish between what
is shown and the way in which it is shown.

The conductor’s gestures may — structurally atratey - be said to correspond to there
of voicé of deaf sign language. The latter is the “gedéicgrvisual tone of voice” of a sign,
which is gesticularly made and visually comprehehdeThere are many ways in which one
can say “ - - - ¥’. Deaf sign language (understood as a languagersyst'system’s’
broadest sense) is related to the language of ctinguas the literal part of the spoken
language is related to the tone of voice of thesp¥

I know little of the sign language of the deaft bassume that once the sign has been
made, and as such is recognisablthassign (as an occurrencetbit type), an infinite
variety of “ways” of saying what was said remains.

| once saw an argument between two deaf peoplangsne familiar with the art of
arguing knows, it is often th@aywe say what is important, thigtimportant. Between
two who can hear, much depends on the tone of vasepecially if the argument takes
place over the telephone! But part — and thategprt those who can hear may share
with those who cannot — lies in the facial expr@ssgestures, etc. And it seemed to me

* n itself a quite impressive trick. So far agbw it has only been performed by the

Cheshire Cat.

" Here the reader should insert the deaf sign laggsign for "house”.

18 By "literal speech” we understand thart — or theaspect- of speech that supposedly may
be put on paper as a sequence of letters, witbssmr changeof meaning.
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that the deaf people who were arguing had, sodalsspecial “strings to their bows”,
because their bodily movements waheady (linguistic) signs.

When we introduce the analogy of the tone of vonse should immediately add that there are
languages that use differences in intonation asghgionetically distinctive — Chinese, for
example. But this too, is then typified. (A typichiference is the difference between rising
and non-rising intonation.) Indeed we know thisrirour own language, where the remark:
“He loves meatballs ...” becomes interrogative in toree of voice, and present indicative in
another. And if your intonation is not clear, yoaymot succeed in your errand, whether it is
to ask and receive an answer, to give a messag®eana question, etc. Every word must be
capable of being pronounced correctly — and eslheamre or less correctly — in ord&r be
that word. But inside this framework we can — sgfieak “afterwards” — in principle make
infinite variations in the concrete discourse.

So far we may conclude: The conductor shows thgicians what to do. But he doesn’t do
what they are to do and he does not show it byssigfhat the conductor does with his “do
like this!” is neither to say nor show somethimgsigns— How, then, does the
demonstration take place, if not by signing?

Let us try a third possibility:

(3 What is shown is shown to be imitated. The retediop between the contributions of the
conductor and the orchestramgmical.

Imitation? How? Show the boy how to hammer naitg] let him do it himself. Pronounce
the French word “rouge”, and let the pupil repéatlearly, that is not what the conductor
does. The orchestra does not play as the condpletys, for he doesn’t play. And even
though the musicians follow him, they do not follafter him. How then”he conductor
mimes the music, as he wants the orchestra toiplay

But how can one mime music with anything but misgtiow can the conductor’s
performance: “thig” resembldhe musicians performance “thii® They can only resemble
each other if they are comparable. We can, for @@nspecify the conductor’s “do like
this!” in statements such as:

“Play whatl show, playas| show it!”
“Play asl gesticulate!”
“Play like thid”

“Play, as Ishowhow to play — in that ¢lo as you are to do!”

The question is then what an “...as...’, or a “...just Asneans, in so far as it is found
between incommensurable entities? What does ‘thesin, when what | do with my “thyis
is entirely different from what you do when youléaV mythus with your thus? There is
only one possibility: In some essential respectaiwhe conductor, the musicians and the
musicdo must be —i.e. in principle they must able to be- the same. What do they do, then,
that is “the same”™?

The answer is that thegove and do so in respects that are basic and indwitalany
phenomenon of movement and without which even tbst mefined concepts of movements
cannot be carried out. The conductor’s beat hasthet:
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“Play so that the music moves as | move..!”

The question now is how the movements of the caldyhis “beats/gestures”) can be said to
be “the same” as the movement of the music. Weattdimpt to throw some light on this in
the following.

First, there is thenovement up-dow:he movemenivith an effort, as if “in spite of” gravity,
as opposed to theffortlessmovement, as if “because of” or “supported byéwgty. The
force of gravity the conductor plays with or agaims “pretended” in the discourse; but he
constantly relates to an ideal scheme of vertic&lit

The most elementary experience — not of graeitatiself, but of anovementhat, in a
simple manner, relates to, and expresses gravitatie probably found in the schentlerow-
fall-rebound.An impulse from the earth has initiated the upwaa/ement, it has decreased
“by itself”, everything has stood still for a momenow the fall begins, something returns to
the earth, meets the earth. After this, a movempward again — the movement up from the
earth agground— can take place with no effowwhetherit takes place or not is a question of
the earth as surface: whether the earth holdsebrdiinders, or releases. — No Certainly, that
is not what the conductor does. But in what he doesonstantly relates to this ideal-scheme
of verticality. The beat as downbeat is a beahéoground (“zur Grunde”). And the greater or
lesser the impulse in the downbeat, the greatlsser the rebound.

Another elementary expression of gravitation i&i in the very experience of heaviness
itself. to lift something up from the ground it rests on, eady it — somethindight, and
somethingheavy Also, topushor pull something on the surface of the ground it rests on

Next, we have thenediumof the movement:

The air as that whicbupports so something calffoat, and possibly land on the earth - or
fall to the earth in spite of having just floated.
Next, we have thenediumof the movement:

The air asiothing(We “give him the air”, we say of someone we ig@n object thrown
- no matter in which direction - is always an objgcown “up in the air”, etc.) The
movement through something that makes no resistasagpposed to the movement in - and
hence in spite of — a greater or smaller resistance

The air as that whicbupports so that something cdloat, and possibly land on the earth -
or fall to the earth in spite of having just flodite

So far the description has merely applied termsifneechanical physics, i.e. of “dead”
nature. But hardly according to the concepts ofl&abr Newton. Especially because the
phenomenon dhertia does not exist: that which stands still, must &gtlstanding; anything
existing must be “maintained” in order to contintaeexist; and any movement must be kept
going® But our paradigm of movement as regards the margicthe conductor is more likely

9 The up-down movement in pitch has or at leasedvazl the same structure (cf. the style of
Palestrina). That is probably why we ewatl the tones ‘higher’ or ‘lower’. We hardly hear
this clearly in the music of newer time; but in a@ge, this up-down is carried out without
the conductor as [being] the most elementary paemethe [notation] score.

20 | think, too, that we find it difficult to follownovements that appear in a system where the
rule applies that light and heavy items fall equédist. At least, if understanding is to be
based on the experience of our own bodies- or magbghould rather say that the words ”
heavy” and "light” have differenineaningsn Aristotle and Galileo?
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the movement of the living: in brief, tiging movementAnything that can be said of the
dead movement can also be said of the living momgnbeit not the reverse. (And actually, it
has from the very first been necessary to incledas of the living movement in the
description of the dead movement. E.g. gravitaséippearing in theffort against it implies

the existence of a living being performing thabeif

The living is that which maintains itself in motiby itself. This definition is not that of
biology, when it determines life through concdiis “organism”. The living we speak of
here, is the living that every human knows and ggpees at any time, whether or not he
knows of a “science” of the living. It is, as walhe life that biology itself, in its own source,
asks about when it is founded.

The priority of the living movement is obviousttee mature Aristotle. And whaie makes
explicit is — here as often elsewhere in his megaal thoughts — whate know implicitly
from experience: We divide things in the world ilitong and dead. But life is not something
the bird has and the stone has not. Life is ratberething the stone “lacks”, which is exactly
the reason why we call it a “dead” thing. We categpoboth the stone and the dead animate
being as dead things. The difference is that tis¢i8 dead, in so far asig the other is dead,
in so far as ihas died

The ability to move has “its price”. One can ohbin motion by movingneselfAs an
illustration of what movement means, we shouldaiatose a stone falling, nor a bird,
floating with its wings spread in a fixed positiddather a bird in flight, constantly
maintaining adjustingandadaptingits movemenin the movemert:

The basic musical terms (whether we speak Italraany other language) are elementary
expressions of the living’'s movement, or for theng on the whole. Speech has searched for
words and found them apt in the sense that woelalale to be apt at all. Even the anti-
organic, e.g. as we know it in Mahler, presuppasesrganic as a background. Even Carl
Nielsen’s “machine” in the Fifth Symphony is onlypeessive because it defies everything
organic.

Nevertheless we may still be at a loss, even wheheave listen carefully to Aristotle. There
are two problems:

(1) With Aristotle, the movement is always somethihat is ascribed to a subject (a
substance The movement is motion, change, transformatama, hence there is always
somethinghat moves, changes, transforms itself from ...tand But music’s movements
are “subjectless”: there is nothing, that beforegjry and after the movement remains “the
same”, having changed from something it was to $img else that it has become. We can
distinguish between the bird and its flight. Butat/is the melody, other than the movements
of the melody? Several of the formulations aboweagoretic, because to speak of movement
without a subject — or at least of movement withaeenthesis around the subject — can, for
the most part only be done in poetic speech.

(2) But that the movement of the conductor anditiisic carbe movement without being
ascribed to a subject, is a precondition for spepkithe conductor’s and the music’s moving
as being theamemovement, in the sense that the way the musismay be the same way
the conductor beats. And that is the next problemusic’s movement and the movement

L |In a sense, language always thinks movementrimstef the living: even the falling stone
movesitself toward the ground.

18



of the beat can, so it seems, only be “the sameement” in the sense that one is analogous
to the other? But if, for example, the hand whehaised is to be analogous to a heightening
of the music’s intensity, we need a code for tteelireg of the analogous relationship? A code
that allows us to read the slowly increasing intgres being conform with the arm slowly
being raised? - No, that is not how itlisit is necessary to speak of a code at all in this
connection, the codifying need not be more comgdatéghan when, for example, (to use an
illustration that should not be stretched too faxnomena of one type once and for all are
projected on phenomena of some other type, inbbidt are made measurable and hence may
be inscribed in one system of co-ordinates. Bsthacatoin the beat and in the music are the
same. The one is not a code — a code term, a ade-vfor the other. It is not translated. A
legato— that which is unceasingly bound - is the samt@&é beat and in the music. They are
simply “doing” the same.

Perhaps Schopenhauer may give us a hint, whestofle is silent. What we are trying to
say with words from the most elementary experieridde, is not far from what
Schopenhauer actually says onwik. Will is what we normally best know asmeone’s
will to somethingBut in Schopenhauer, the will has the statusrmattaphysical principle,
valid before it is ascribed to any subject: evanghn the world exists in and by its very
effortto exist, including developing according to itsurat And it perishes when it from
something else meets a stronger, opposingwill.

Will in Schopenhauer is@oumenonbut a dynamic noumenon, where in Kant it is stati
We usually recognise it as “representations”. Nsiowns for the inner eye or the like, but —in
German idealistic tradition- as “Vor-stellungert’id presented to us i.e. is objectified as
ideas. The arts copy the ideas. But music is toemion: it is not a copy of ideas, but of the
will itself. The chord of the dominant seventh & a message of, or an expression of tension:
it is tensior?>

For us it is not a matter of this or that livinging It is a matter of life as the first
metaphysical principle: asoumenonindeed, it is experiences of this kind that br@eyl
Nielsen to the striking formulation: "Music is lifeand as such inextinguishable

Finally, let us attempt a schematic presentatiohe Tirst figure will show what the
relationship between the beat and the performaswetiLet us imagine that it is a matter of a
crescendo irthesespecific bars irthis specific symphony. The arrows show a derivative
relationship, e.g. that one is an expression obther:

2 The will to be is reflected as the will to wifall living things, plants, animals, and
humans in the emphatic sense. With such a conéeptwille zum Wollen”, we are,
according to one interpretation, very close to dibe’s "Wille zur Macht”. - History has
shown that this can be given many twists. Dependimfow you interpret the relationship
between metaphysics and politics, it may even kawvet need not to have - political
implications.

23 Schopenhauer’s musical paradign€lassicismBut his dynamic will-metaphysics makes

Wagner all his own imis musical work. (He draws, by the way, the sameipessc
conclusions from it, but that is another matter.)
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A. Say/think: "...let things grow forth:
upward in an effort against a restraint!”

B.Beat: '<...>r C. Play: '<...>I

fig.1

The beat and the playing count here as equivalesg far as they are two expressions of one
and the same linguistic-conceptual gestalt. Spé#tle from the beat to the music goes
through the concept. But it is not just a detouss bn impossible path, since
conceptualisation - whether it is brought to aliistjc expression or not — necessarily means
a huge oversimplification of the mattérthere are three “languages”, then it is the spoken
language, the words, that try to say the sameeasttier two when they merely speak for
themselves. Neither is the relationship betweerother two metaphorical. C does not mean
or carry out “ metaphorically” the same as B, @& thverse. The language of the conductor
speaks for itself: it “works”, without our learnirnig Which is not to say that everyone is
equally aware of it and equally good at speakinlylitsic sounds very different in different
cultures. Buif someone from a non-European culture learns to$tnbert, so that it
sounds like Schubert, then he will alsmterstantthe conductor’s beat, tHest timehe is
faced with a conductor.

The following diagram is more adequate:

A. "Life”, "The act of will”

B. Beat: '<...>'l » C. Play: '<...>!

A

fig.2
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Here, the conductor’s beat and the music are netatfens of the same act of life or will. In
this way, they can go together. In this way the care show what the other is to do, so they
can go together. In this way they can accompanyaoother?*

Life is thepulse beatThe heartbeat, the pulsing of the blood. The maaimg of life by
the most effortless and elementary of all repetgiolrhe heart is silent. When we play, the
pulse is ours. The beat of the pulse must be time shut we cannot all have our fingers on
the pulse — not the same pulse. The pulse beanmither be seen nor heard: it lies under any
movement. The conductor’s beabisr pulse beat. We recognise the pulse in a number of
tempi which we call natural, in spite of the fact thatural science could not describe them
as anything other than quantitative and relatiug. &lagio, andante, moderato, allegro, presto
etc. are not arbitrary comparisons: they are clarngatic expressions.

Life is breathing the most elementary effort. The steady processrims of tension and
relaxation, in speech, in song, in the melodyhmphrase.

Life is “going ori: this, the most elementary expression for selfremoent, relates to what
justis, in so far as it is “in motion”. If things the final instance do not go by themselves,
they do not go at all. We can move them, perhagsertteem go. But “going on” they have to
do themselves, whether they go along with, go agago ahead. The motor starts — and goes.
Problems become too great — things cannot go Bime, too, can be conceived of as
something that “keeps going” - even though themifieart or breath — with the most
inexorable certainty. Inexorable in so far as etreng takes place and perishes “in” time -
keeping time with the passage of time. - It is Hardnagine that anyone has ever learned our
system of notes without first setting up the vadfia note (e.g. the crochet) as a “go-
note”/walking note.

Walking makes its own pulse in so far as it goes-atep by step. And running and
standing are qualitativ@odificationsof the same movement. Running is not just walkmg
faster tempo. Chaplin does not run in his filmswassee him, he moves his feet as quickly as
any runner, but he walks. That is the comedy d@ut. the very thinking which sees music as
a succession of tones (or in a broader senseuoti3decomes aporetic when confronted
with the peculiar fact that the movement can stadhout being finished: the music still goes
on, even when the movement has come to a “stog-(etg a semibreve in the end of a
phrase). And the music moves in the pause: deepa#itin the music is the pause — the
sound of nothing - in contrast to the silence as@®o which the music leaves us when it is
over.

It may well be an evolutionary “chance” that lites we live it, goes on with heart, breath, and
feet for walking. But these phenomena — and noveamthe phenomena themselves, not just
the words — are for us some of the most basic ¢aphers. They are so deep that | do not
know what literalness could mean.

Aarhus, August 6, 1998 (rev.1999).

4 More precisely, the arrow from B to C shows thlationship between the conductor and
those who followhim, whereas the arrow from C to B shows the relatignbetween the
music and those who dance to it.
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