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Fig: Walter Zimmermann Vergebens sind die Téne (on poems by Mikhail Lermontov and Osip Mandelstam, 2015-16). Performance
with Peter Schone (baritone), Jan Philip Schulze (piano) on Jan. 14, 2018 at the Achim Freyer Stiftung Berlin; in the foreground from
left: Hanns Zischler, Alejandro Moreno, Yonghee Kim.

Preliminary Remark - "with a boundless curiosity"

Shadows of Ideas: on Walter Zimmermann's Work is the title of a lecture Richard Toop gave in November
2002 at the XVI Weingartener Tage fiir Neue Musik and the Berlin University of the Arts.! Atleastin general
terms, Toop already seemed rather familiar with Zimmermann's musical ceuvre at that time. Both knew
each other from Cologne, where Walter had lived from 1970 and Richard had taught as Stockhausen's
assistant from 1972-74.

Richard Toop had a profound knowledge of music history, stretching all the way back to the late Middle
Ages and Renaissance. He nonetheless focused his attention on the music of the present, with an unflagging
curiosity and the ability to penetrate the works analytically from the roots of the creative process and the
respective questions of their composers. Born in Chichester, southern England, on August 1, 1945, he
encountered Berio, Nono, and Maderna at the Dartington Summer School in 1961, and Lutostawski a year
later. A radio broadcast of Stockhausen's Momente (1962), which he heard at a WDR late-night concert in
London, inspired him. At that time, he was also composing, and he was learning German - mainly so he
could read die reihe, a magazine essential to serial music. As a pianist in London in the second half of the
1960s, Toop played Cage's Piano Concert and from La Monte Young's Compositions 1960, as well as, in
October 1967, a 24-hour performance of Erik Satie's Vexations (possibly the first complete performance by
a single player on record).

When Toop returned to London from Cologne, he learned from Roger Woodward that there was a
vacancy at the NSW State Conservatorium of Music, now the Sydney Conservatorium of Music. He taught
there from 1975 and became a willing discussion partner and admired role model for generations of
composers and musicians. We are in Toop's debt for authoritative texts: on serial music (on Olivier Messiaen
and Karel Goeyvaerts, Michel Fano and Karlheinz Stockhausen, and Pierre Boulez), on Brian Ferneyhough,
on New Complexity in Michael Finnissy, James Dillon, Chris Dench, and Richard Barrett, a monograph on
Gyorgy Ligeti (London 1999), and Six Lectures from the Stockhausen Courses Kiirten 2002 (Kiirten 2005). 2

The fact that Toop returned to Germany as a lecturer at Stockhausen's summer courses from 2002 to
2008 also made it possible to meet Walter Zimmermann again in Berlin. Toop was convinced that the unique
tone that Zimmermann unfolds in his music deserved more attention than was the case in Germany. The
idea of a monograph, which had the working title Schatten der Ideen: On the Music of Walter Zimmermann,

1 Cf.the print version of this presentation on pages 263-276.

2 For more details, see Rachel Campbell's obituary, pp. 277-280.
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thereby took shape. The conversations that Toop had with Zimmermann for this project began in 2003 - in
the chapter Exposition 2003, themes are echoed that recur in more detail in the subsequent conversations,
most of which took place in 2004.

The conversations are not linear or chronological; nor were they conducted with the intention of
publication in the present form. What was intended, as Toop put itin an exposé addressed to Peter Mischung
and Wolke Verlag, was "a book about Zimmermann's music, but also about the thoughts behind it.
Biographical material also plays a role, not as an independent, anecdotal life story, but as an illuminating
background to intellectual developments or strategies."

At my first meeting with Richard Toop in November 2002, he was already a contributor to the loose-
leaf encyclopedia Komponisten der Gegenwart [Composers of the Present]?3, for which [ am responsible, but
it was already clear at that time that, due to the multitude of his commitments, it would be difficult to win
him over for more detailed presentations. (In his fax letters he had regularly "justified" delays with
quotations, for a while from Robert Burton's Anatomy of Melancholy, 1628, later from E. T. A. Hoffmann's
Lebens-Ansichten des Katers Murr, 1819/21). The audio recordings of the conversations with Walter
Zimmermann remained unedited until I decided to write them down in a place far from Berlin, in Essaouira
in Morocco. Even during this transcription in April 2012, which was not verbatim, but metaphorical, Richard
sent me from Australia several new tape findings, which he had divided into about ten-minute sections. At
that time I agreed with Toop that I would edit the conversations while he himself would contribute
analytical remarks on the music, which were to be inserted into the dialogues like mosaic stones. However,
Toop, who was already suffering from his cancer, then began sorting excerpts from the text chronologically,
so that the process of publication stalled again. Meanwhile Albert Breier's monograph Walter Zimmermann:
Nomade in den Zeiten (Nomad in Times) was published in 2014 as volume 14 of the series "Archives on 20th
and 21st Century Music," also by Wolke Verlag.

In 2016, [ took another run at preparing the manuscript for print. Walter Zimmermann produced a first
edited version, while Toop had to write the sentence: "The disease has returned". Richard eventually passed
away in June 2017. He would have been pleased that the conversations, albeit without analytical
digressions, are now coming to print after all. The result is a volume on Walter Zimmermann and the genesis
of his music, which weaves an unexpectedly rich tapestry of contemporary and cultural history; it is
published in memory of Richard Toop.

Indirectly, it was Toop who, through his reference to the seconda pratica, and to monody, invalidated
Walter Zimmermann's skepticism about the medium of songs for voice and piano. Thus, the song cycle
Vergebens sind die Tone (on poems by Mikhail Lermontov and Osip Mandelstam, 2015/16) could come into
being. This cycle is the subject of an eleventh conversation I had with Walter Zimmermann in 2017. A twelfth
conversation Gleanings Musings )Nachlese) followed in 2018. Finally, the publication is rounded off by
Zimmermann's lecture Composition as Transcription (1996), which forms the core of his poetics .

The seemingly paradoxical title "Ursache und Vorwitz" (Cause and Prejudice) was inspired by Walter
Zimmermann's life partner Nanne Meyer, an established visual artist. It goes back to a composition of the
same title by Zimmermann, who replaces "effect" with "Vorwitz" (now translated as “prejudice”) in the
causal relationship of "cause and effect". What is implied here is that the desire for knowledge is bound up
in a dialectic and in a cycle.

At the same time, this duality points to an essential aspect of Walter Zimmermann's music, which is
often based on complex relationships, for example, on mythologically as well as cosmologically founded
emblems and figures of thought from antiquity and the Renaissance. In addition, there are no less
demanding mathematical operations to produce music in the form of meaningful works. Zimmermann
transforms his sources of inspiration, draws from them and finds ways of formalising them, from which his
compositions grow.

This idealistic as well as material, computational-mathematical background, in turn, contrasts
somewhat with Zimmermann's external activities, , which he pursued with great energy. Zimmermann was
one of the first to champion composers such as Cage, Nancarrow, and Feldman in Germany. He founded the
Beginner Studio in Cologne, where he performed unconventional concerts (1977-84), organized, among
others, the Musicircus in Bonn in 1979 and 1980, the Cage Festival in Frankfurt in 1992, acted innovatively

3 The standard work on new music has been published by edition text + kritik in Munich since 1992 and comprises more than 13,000
pages in ten volumes.



as editor of interviews with numerous American composers (Desert Plants, 1976) and Essays by Morton
Feldman (1985), and more recently discovered niches such as the Chinese Chan Mi Gong textbook by Liu
Han Wen, whose translation he suggested and in whose editing he participated, and the Novalis ABC, which
puts Novalis's fragments of an encyclopedic project in the alphabetical order originally intended.
Zimmermann's social commitment to Herbert Henck and the archiving of his work in the Akademie der
Kiinste, Berlin, must also not be forgotten.

Walter Zimmermann's 70th birthday on April 15 2019 was the external occasion for the appearance of
this volume. If its contents can contribute to a more nuanced perception of Zimmermann's musical ceuvre
and its background, the book would have served its purpose.

Walter-Wolfgang Sparrer

1 Exposition 2003

Richard Toop: What does the piano cycle Beginner's Mind (1975) mean to you and what position does it
occupy in your overall ceuvre? I see a very significant stylistic change there; it is perhaps the most important in
your development, or are there comparable upheavals?

The development towards Beginner's Mind was influenced by the Cologne scene, which had an established
avant-garde, and a result of my stubbornness to find a niche in it that worked differently. This brought me
to early Cage pieces, written around 1950; I was fascinated by Cage's String Quartet, for example, or Six
Melodies for violin and piano (or keyboard). I found these pieces from his so-called "naive period" incredibly
strong because they completely ignored the idiom of the avant-garde.

A second change in style, comparable in its significance for me, probably occurred in the demarcation
from Feldman. I already knew Feldman's music from my time in Nuremberg, where Werner Heider's ars-
nova-ensemble, of which I was the pianist from 1968 to 1970, performed The Viola in My Life I (1970).
Feldman's lyricism, perhaps related to his intuitive writing style, which was initially quite foreign to me,
made a tremendous impression on me. From Cage [ adopted the approach of underlaying the mechanics of
a labyrinth, a complex cadence, to many of my compositions, like a dramatic foil. I then tried to combine
Cage's idiom and aleatorics with Feldman's lyricism, beginning with Lédndler Topographien I: Phran. That
was the second big change. Beginner's Mind (1975) is a one-off; I rarely did this naive moment-to-moment
composing, but did it again in Die Sorge geht iiber den Fluss for solo violin (1989/2000). Then in the Ldndler
Topographien (for orchestra, 1978/79) I developed very complex mechanics, which originated with Otto E.
Laske.

Before Beginner's Mind came In Understanding Music the Sound Dies for 21 instrumentalists (1973/74),
which is tied up with Laske's thinking — Generative Grammar Theory and such - and after Beginner's Mind
came the Lokale Musik series of works, in which [ work with Laske's mechanics of "phrase analysis" (phran)
on a concrete level, that is, on the level of folk music. This choice, in turn, was influenced by John Cage, by
the Quartets (I-VIII for orchestra, 1976), based on New England chorales filtered out by erasure. Beginner's
Mind does not yet use any mechanics, not even "cadence mechanics”, and is therefore a
unique piece.

Is the occupation with Laske's "Cognitve Musicology" also to be understood as a catharsis in comparison with
other pieces from this time? I am thinking of the "Orgon"” project (1972/74), which is related to Wilhelm Reich
and where, among other things, there is explicit talk of a catharsis, following Reich's theory of orgone therapy,
according to which the character shell is dissolved. Two works from this orgone project were realised: "Einer
ist keiner"” for seven instruments and live electronics (1972) and "In Understanding Music the Sound Dies" for
21 instrumentalists (1973/74).
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Those were the crazy 1970s, where people tried to incorporate all kinds of theories, including
psychoanalytical theories, as well as other extreme positions into their music. One of these extremes was
Zen Buddhism, which I got to know through Dagmar von Biel in Cologne. At that time, in 1975, I was in an
extreme state of psychological crisis with my then-partner. In this respect Beginner's Mind is my only
existential piece, naive indeed, but like a therapy. My then-partner Carol Byl was the daughter of a pilot and
had the habit, because she could fly cheaply, of disappearing whenever things got too tight for her. She
would then not contact me for weeks. This caused me quite a bit of anxiety and was one of the reasons why
I later broke up with her ...

Hence the interest in Wilhelm Reich?

I became familiar with Reich's theory by chance in a course I took with Carol Byl at the University of
California, Los Angeles, where Reich's daughter was also present in an amphitheatre with about 3000
people. There were these strange exercises; you were supposed to stand up suddenly and hug some stranger
just because he or she was sitting behind you ... totally crazy!

And yet you wanted to write such a piece ...

Yes, but Orgon Katharsis Strategien remained unrealised. There is only one concept of it, which I published
in the volume Insel Musik.# That was also influenced by Herbert HenckS. He had converted his closet into an
"Orgone Chamber". That is, he filled the closet with alternating layers of absorbent cotton and tinfoil, drilled
a small hole in the closet wall, sat down in it, and from there he saw the orgone energy. [ wrote Beginner's
Mind for him at that time ...

In the later works, there are almost always basic ideas that were stimulated in different ways by different
sources -a circle of thoughts. But where did the very differentiated suggestions for the earlier pieces originate?

These came from books that often had nothing at all to do with music and which I read almost in excess for
months on each project. The sketches for Akkordarbeit (for piano, orchestra, and tape, 1971) alone comprise
two or three notebooks with excerpts from the books I was studying intensively at the time. That was pure
mental work at first - and a lot of excerpting to reach a concept. Then came the building. There was, with
Akkordarbeit, the idea of the Liszt étude, and with the Paganini Etude I for violin, as the epitome of virtuosity,
as well as the division of labour in breaking down this virtuosity. To this end, I studied the analyses of labour
processes in Adam Smith's political economy.® The hierarchical structure of an orchestra became a mirror
image of the mode of production of a factory based on the division of labour in Akkordarbeit I found the
description of the labour processes in Smith, applied it to the analysis of the Liszt étude, then transferred
my analysis to the orchestra. At first, this was all just preliminary work without any spontaneity.

In As a Wife Has a Cow. Seismography of a Text by Gertrude Stein for Piano Four Hands (1970), I first
arranged Gertrude Stein's text so that each word had a place on the paper vertically, so that I could see the

4 Walter Zimmermann: Orgon-Katharsis Strategien, in: Zimmermann: Insel Musik, Cologne: Beginner Press 1981,
pp. 71-74.

5 Herbert Henck, born in 1948, studied piano in Mannheim with Doris Rothmund, in Stuttgart with Arno Erfurth and in Cologne with
Aloys Kontarsky and Wilhelm Hecker. As a pianist, he devoted himself above all to the music of the 20th century, with an almost
encyclopedic breadth. Among his more than 50 recordings are ]J. S. Bach's Well-Tempered Clavier I-II, as well as Walter
Zimmermann's Beginner's Mind. His pianistic activities were flanked by his music publishing activities. Among other things, he
wrote Stockhausen's Klavierstiick X. Ein Beitrag zum Verstdndnis serieller Kompositionstechnik (Herrenberg 1976, Cologne 1980),
Reise nach Lateinamerika. Mexico, Colombia, Argentina (privately printed, Bergisch Gladbach 1988), Experimentelle Pianistik (Mainz
1994), Fiirsprache fiir Hauer (Deinstedt 1998), Klaviercluster (Miinster 2004), Norbert von Hannenheim (Deinstedt 2007), and
Hermann Heif8 (Deinstedt 2009). From 1980 to 1985, five volumes of the yearbook (diary? Journal?) edited by Henck appeared,
Neuland. Approaches to the Music of the Present.

6 Adam Smith: An Inquiry into the Nature and Causes of the Wealth of Nations, London 1776
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rhythm of the poem vividly in front of me. And this analysis of the text was then in turn translated into
proportions, repetitions, symmetries, etc. within a four-hand piano piece.

Where did this idea come from?

There was a book by Helmut Heif3enbiittel in which I found the poem As a Wife Has a Cow by Gertrude Stein.
[ was fascinated by the principle of repetition as a - has a and so on.

Before that, I had written a piece that contains only clusters -Nothing but for piano, celesta,
harpsichord, and electronic organ (1969) - and then one that has only glissandi, which is Gliss for four
trombones (1970). I wrote both pieces while still in Erlangen, in the "Etiidenschule" of Werner Heider, who
inspired these pieces, each of which focuses on a stylistic device. In this respect, As a Wife Has a Cow is my
first independent piece, which I premiered together with a second pianist from my school, the Heinrich-
Schliemann-Gymnasium in Fiirth, at the BR Studio in Nuremberg.

The device of repetition plays a subcutaneous role in the proportions of lengths, pauses, measures, and
so on. Nevertheless, it is not minimal music. Rather, very early on I was looking for Mozartian cadences, that
is, for large architectural substructures through which a piece can be proportioned. ”

Where did you get this tendency to do almost excessive research? Probably it was already a part of you before
you composed?

Probably that comes from my humanistic school education. I had a school friend with whom I mostly read
Adorno - we had a friendly alliance for four or five years and wildly discussed womens.

Even then an escape ...

We were sitting on the train reading Negative Dialectics (1966), some schoolgirls were sitting diagonally
opposite, crossing their legs and showing their stockings, but we failed to notice them. He, my bestfriend
from childhood, unfortunately killed himself- one day before his wedding. We were the philosophers of the
class in an elite high school whose teachers included quite a few Nazis. We had huge ambition, which I
initially thought I would not be able to fulfill, because I did not have an intellectual father, but instead a
master baker. I saw this as a challenge and tried to achieve a great deal intellectually. We were young
intellectuals, so to speak, and [ read up extensively on a wide variety of subjects. The reading could not have
been more complicated. Later, this also included the confrontation with Otto Laske. The music was then
always a means of filtering or distilling, which became rather simplified compared to theoriginals.

Did these comprehensive intellectual demands andintense discussions then later support your inclination to
think in terms of, and compose ,cycles? Or is there another motivation behind the formation of cycles?

My father was a meticulous person. He played the organ, violin, piano, also some trombone, had been
trained as a teacher whose specialty was music at the Aufbauschule Schwabach, but was not allowed to
practice his profession for half a year after the war. He had not been in the NSDAP, but had been a tank
officer with rank. Not wanting to wait, he took over our grandfather's business, a bakery, in 1945. He was
underemployed in the village where I grew up, so he was constantly developing other activities, for example
planning parties, singing festivals, hosting theatrical evenings, or building houses, the plans of which he
designed himself. | made some models of these buildings together with him. He was constantly inventing,
developing, building. For example, he designed a system to take the empty glass bottles that people brought
back directly to the cellar without breaking them. He had this strong engineering and organisational side;
to give another example, he designed a coal plant where the coal was dumped at the top and slid down so
that you could conveniently take them out at the bottom. All this was meticulously planned, worked out and
recorded in advance. I must have inherited this builder's spirit from him; it was always a matter of
constructing with pragmatic results. Strangely enough, I have never thought about this before, but it could
be that this is precisely the point that explains the extensive preliminary work on my compositions.

7 Karlheinz Stockhausen: Kadenzrhythmik im Werk Mozarts, in: Stockhausen: Texte, vol. 2, Cologne: DuMont 1964, pp. 170-206.
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Perhaps there is even a parallel here with Cage, whose father was an inventor.
But my father was not an inventor; he was simpler ...

To what extent do you think that your early works are to be understood as a reaction to Mauricio Kagel,
Karlheinz Stockhausen and so on, and for that very reason would not be almost conceivable without
Stockhausen and without Kagel?

It all started when, as a 21-year-old, [ wanted to play for Aloys Kontarsky in Darmstadt in 1970 and had
prepared a piano program with Rounds (1965/67) by Luciano Berio, "Les Adieux" by Beethoven and
Chopin's Etude in C major, Op. 10 No. 1. Kontarsky reacted, as it seemed to me, very condescendingly: "What
is your name? Zimmermann? You want to go to Cologne? Another Zimmermann? Then come this afternoon
at three o'clock!" This had such a destructive effect that I didn't go because I felt humiliated. I couldn't play
a note on the piano for three years. I had never before met such arrogant people; I came from the village
and still saw music as some kind of utopian island, and that very thing was destroyed. In the same year I
had written Bernd Alois Zimmermann a letter saying that I wanted to study with him - under my signature
[ put "nomen est omen". [ then received this letter back from his widow. He had committed suicide on August
10, 1970.

So the rejection I felt from the avant-garde came not so much from Stockhausen or Kagel, but from this
arrogant and entrenched scene of performers who gave me the impression that I would not even be allowed
to knock on their door. Among them was the cellist Siegfried Palm. To restore my mental equilibrium, I then
listened to Zimmermann's Sonata for Cello Solo (1960) with Palm - I had it on tape. I let that play at half
speed so that I could follow the notes all the way through and I noticed that he made mistakes ... so he was
only human.

I mean something else; I would like to ask whether, for example, a piece like the Landler Topographien (for
orchestra, 1978/79) from the cycle Lokale Musik (1977-81), which dates from your Cologne period, could not
be understood as a reversal of Stockhausen's Hymnen, as a kind of Kontra-Hymnen, through the total reversal
from the international to the local?

No, I do not think so. I also studied some ethnomusicology at the time at the Ethnological Center "Jaap Kunst"
in Amsterdam, played in the Gamelan Orchestra Bonang Panerus® at the Tropical Museum, and then later
around 1977 in the USA, in the ghetto in Pittsburgh, I did part of the Insel Musik project, where I collected
recordings from different cultures. In that context, I read quite a lot of anthropological and ethnological
writings, including Claude Lévi-Strauss, Margaret Mead, Gregory Bateson - authors who explored the
concept of culture and its relationship to nature, including a study of the Nuer, a Nilotic tribe. I internalised
all of this in such a way that out of this search, via the detour to the USA and the examination of exoticism,
my homeland Franconia revealed itself to me as one of the possible relativities of culture. Then came this
hinterland thought - "Hinterland" means an anthropological concept®, the hinterland as a "relative cosmos".
I discovered or found my way via dialectics to these techniques of de-territorialisation: one filters out the
aggressive potential and recognises objective regularities, for example the natural or proportions of form.
Harry Halbreich called me a "neo-fascist" at the time because he did not understand the concept, did not
get this refraction.

You can say, for example, that my Lokale Musik is "country music" or Kantrimiusik. Pastorale (for voices
and instruments, 1973/75) by Kagel, from head to feet. Whereas Kagel's work is based on four tapes with
recordings of sounds from the countryside, my scores are based on musical material of rural music, which
is subject to various filtering processes. Kagel deals with it only with cynicism or sarcasm , ambiguity or
detachment. I wanted to set it up quite differently, as with Cage or as in early Romanticism as

8 The bonang panerus is the smallest, and thus highest in pitch, of the group of Indonesian humped gongs that are struck with sticks.
The humped gongs (bonang) are usually arranged in a double row and rest on a wooden frame.

9 Cf. https://en.wikipedia.org/wiki/Hinterland (last accessed Dec. 17, 2018).
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ephemeralization; from an idealistic point of view, warm-heartedly, not callously - precisely because the
Germans have so abused the term "territory", [ did not want to displace its original meaning ...

Does this term Ephemeralization have anything to do with Buckminster Fuller?

I found it in John Cage's diaries and made it the motto for my piano trio Ephemer (1981): "Ephemeralization;
away from the earth into the air or: 'on earth as it is in heaven'."!® Almost twenty years later, I found this
again in Gilles Deleuze's text on ritornello, which can be read in A Thousand Plateaus (1980). He talks about
the territories of birds, how they demarcate their territories and so forth, and then about the dissolution of
these territories, the de-territorialisation. So, in terms of a reference to or a critique of Kagel, you are right.
However, I hardly see a reference to Stockhausen's Hymnen because, as Pier Paolo Pasolini says, the
peasants do not recognise any nations; national aspects play no role at all in the local cosmos of the peasants,
as in my series of works of Lokale Musik, rather it is consciously about something transnational.

Something that you probably have in common with Stockhausen is that he was not a composer of a "musica
negativa". You are one of the few composers whose relationship to creation may be called affirmative.

I also never had the feeling that [ had to distance myself from Stockhausen, but I knew many people who
went through various crises as a result of meeting Stockhausen. Also, in order to maintain my sympathy for
him, I did not want to get too close to him. I always respected him and can understand seemingly crazy
people anyway.

Was your fascination for objets trouvés, for children's songs, for example, inspired by your ethnological studies?
I remember that Johannes Fritsch did not record children's songs in the Feedback Studio at that time, but street
musicians did.

Yes, I think that is right.

When I was thirteen or fourteen years old and went to the humanistic grammar school in Fiirth, [ had
to travel about twenty minutes on the train and, a year or two before I had my philosophical friend Helmut
Jakob, I always sat opposite a deaf person. He attended the school for the deaf, but he was not completely
deaf, and I tried to get in touch with him somehow, to communicate with him, to speak. My father thought I
should not bother so much with him, but instead look for other friendships. This later led to my first radio
play about hearing in Cologne in 1971.1 For this I made recordings in schools for the deaf in Cologne, that
was my first ethnological work, so to speak. I recorded how deaf people attempted to speak, to articulate
themselves through sounds or words. That was in the context of a radio play course that Kagel was doing in
the psychiatric ward in Bonn. Later I deleted all these tapes because I realised that [ was using the deaf as
objects. That was also a reaction against Kagel, for whom the psychiatric inmates were just that.

The children's songs came much later, around 1980. I then recorded in the hinterland of Fiirth, in
addition to children's songs, shabby tavern songs that were broadcast late at night on Bayerischer
Rundfunk, because they were too raunchy for the normal broadcasting time for folk music.

Objet trouvé, you call it ... | was always looking for something somehow objective, or put the other way
around: [ was afraid to compose anything ex nihilo. Maybe because I do not have spontaneous access to
myself, or maybe because I knew that the idea of self-expressionis a delusion. If you look at the history of
music, the creative process has always been a reflex to a subcutaneous architectural formal structure, a
system of rules, a convention that could also be broken and redefined. This includes the ages of mannerisms;
even in Carl Philipp Emanuel Bach, who occasionally allowed free fantasies, the momentum out of an
apparent nothingness is always formally tamed. The phenomenon of cultural criticism, the Griinderzeit, the
dawn of the 20th century, the inflation of apparatus, the hubris of the hypertrophic ego - these things,
because of their monstrousness, [ found somehow frightening.

10 John Cage: Diary "How to improve the world", LXXIV, in: A Year from Monday, 1968, p. 152.

11 Walter Zimmermann: Hértraining, in: Zimmermann 1981, pp. 49-52.
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Yet your attitude to early German Romanticism is different from Novalis, Wackenroder and Tieck, who also
appear in your pieces, in "Spielwerk” for soprano, saxophone and three ensembles (Novalis / Wackenroder,
1984) or in other pieces of this cycle, "Sternwanderung” (1982-84).

But Novalis was also a mathematician, and in Wackenroder and Tieck there are very beautiful descriptions
of music, sensitive and at the same time somehow free. This naiveté interested me. The taboo had been
erected by Neue Musik, such as Kagel, who could only work cynically with "country music," and for whom
the naive childhood was a template, a cliché, but not a fact. But who forbids me to feel and to have feelings?
Spahlinger would say that the naive childhood is not possible because history is constantly progressing, the
historical moment has passed and we now have to intervene in the historical process.

Still the question about the inclusion of children's songs.? Is there an attraction to their naiveté and
unconsciousness (lack of self-awareness?)? Or simply asked, why did you want these children's songs at that
time?

To this day, | am fascinated by William Blake's cycle The Songs of Innocence and Experience (1789), because
in these poems he did not shy away from revealing both sides, the innocent-naive, and also the darker sides
of the child's soul. I recorded children's songs in various places in Nuremberg for the Bayerischer Rundfunk,
Studio Nuremberg, and then transcribed some of them, exactly as uncleanly and incorrectly as they were
sung by children in kindergartens and on the street; I did not want to put the children's song into a fetching
frame, but to see it as an objet trouvé, which also contains false notes, singing to oneself, stuttering,
forgetting the lyrics, etc.

Yes, what was behind it? Probably the idea of regaining trust, the naive, the direct, the naturally felt, not
as an empty shell, but as a fulfilled moment. That was avant-gardism for me. With the official avant-garde, I
was always amazed at how quickly taboos or sanctions are erected in the closed society of new music; how
a style once perceived as ingenious solidifies into a cliché, how it is quickly devalued by imitators, and how,
on the other hand, it still has to be, so that people like Lachenmann or Ferneyhough can hold on to it. This
adherence is at the same time a mistake, because it excludes other possibilities. Through the self-definition
of a style, through a "corporate identity", other things are secondary for the time being. [ was interested in
this idea of being excluded. Why is that excluded, why am I not allowed to do that?

Although later there was also this interest in childhood with Lachenmann ...

I found that fascinating. He did it with much more sophistication than I did; he is also much more virtuosic
in instrumentation. Those shadow rhythms in his Tanzsuite mit Deutschlandlied. Music for Orchestra with
String Quartet (1979/80)- it is quite fascinating how he turns that around dialectically and puts the shadow
rhythms as pulsations of an underlying folk music. This also comes from his political attitude of a negative
dialectic; one can no longer simply sing today - after 1945, "inheritance of this time", as Bloch called it. But
with Lachenmann it is genuine; it is perhaps even too beautifully, almost impressionistically, resolved. I
have much more banal surfaces and no fear of composing an edgy directness.

But, too, there was a problem with my own musical language in that it suddenly seemed almost
impressionistic because of the dissolution of the surface structure. The contour had disappeared; it was so
dialectised away that only a delicate touch remained. Funnily enough, this is also a kind of kitsch, the haut
gout of a good French dessert: Even the virtuosically orchestrated riens are kitsch!

With "Feedback" or Johannes Fritsch, there was also an interest at that time, perhaps a superficial one, in Plato
and in the world soul. Did that interest you back then?

12 The question refers to Zimmermann's project Kinderlied, which strung together original sounds recorded on the streets of
Nuremberg and was broadcast on Bayerischer Rundfunk. At the same time, he planned the composition Das klingende Griin (1979)
about these songs, counterfactured with texts from Blake's Songs of Innocence and Experience. Realised from it was the string
quartet of the same name (1996; rev. 2004) and The Ecchoing Green for violin and piano (1989). The materials are in the Walter
Zimmermann Collection at the Akademie der Kiinste, Berlin.



Johannes Fritsch!? also had the habit of seeing other sides of things, which was very sympathetic, but with
him this Platonic cosmos was already very elaborate. The Kayserian harmony!* in Akroasis (for large
orchestra, 1966/68) - there Fritsch dug himself into a cosmos that was too narrow for me; I always wanted
to look for something new. The Platonic world soul in Akroasis appears not as a blossoming, but as a
Procrustean bed.

In some piece Fritsch also' speaks of transferring proportions into emotions ... almost sentimentally.

I could not even say how to make such a transfer, because I cannot fix emotions. I already know what lies
behind it, that certain ascribable proportions are like laws that resonate in the human soul as platonic
bodies. Attributable emotions to fixed proportions, that of course comes from the Stockhausen school, the
fixing of meaning and even of effect. The problem with this: take an Indian raga, for which there are many
emotional attributions. The formation of a particular raga melody is a centuries-long process. There is
something violent about the idea that this melody means a certain emotion. It is a beautiful idea, but it does
not work. As Feldman used to say, "A composer makes plans, music loves."

Another question concerns your continuing interest in antiquity and Greek thought: Why do you keep coming
back to Boethius, to Porphyrios or Epicurus?

Epicurus fascinated me because he exemplified the thinking of light-heartedness, Boethius because of the
early theory of music, Porphyrios because of the concept of time; he introduced a third time between Aion
and Chronos, which connected the two. Although I attended the humanistic Gymnasium, I did not learn
Greek as a second foreign language after Latin, but French, which was offered for the first time at that time.
In this respect, I perhaps had a small inferiority complex that had to be compensated. That began with
Ataraxia for piano and orchestra (1987 /88). These so-called materialistic philosophers, such as Democritus
(459/60-ca. 370 BCE), Epicurus (341-270/71 BCE) and Lucretius (ca. 97-55 BCE) - at that time I had the
idea that philosophical thoughts could be materializsd, i.e. materially represented (I did not check these
dates of birth and death, by the way).

For example, the string trio Distentio (1992): Here the idea was to take the tension or relaxation of the
hand as an analogue for the tension or tension or expansiveness of the soul, as Augustine expresses it. |
created a situation for the strings to work on the following question of Augustine: "When the stars go out
and only a potter's wheel turns, can we still feel time?"1® When the cosmically distant fixed points of
orientation are no longer visible, but only the individual looking up at a process, is that then time, can time
still be perceived? I have taken the conflict formulated in this sentence literally and represented the
cosmically fixed points via natural harmonics, which are there on each instrument only on a certain pitch
and nowhere else- and on the other side glissandi from the nearest position to the farthest, as far as the
hand of the string player allows - this extension with holding the cosmological fixed point is the basic idea
of this piece. With the Greeks, the words express the substance of the thought. The vividness of how

13 Johannes Georg Fritsch (1941-2010) studied musicology, philosophy, and sociology at the University of Cologne from 1961 and
in parallel at the Hochschule fiir Musik viola with Ernst Nippes, composition with Bernd Alois Zimmermann, and electronic music
with Gottfried Michael Koenig. His duet for viola (viola and tape) was premiered in Darmstadt in 1962; he realized his first electronic
composition Fabula rasa (1964) in the studio of the WDR and the electronic sounds for the last scene of Bernd Alois Zimmermann's
opera Die Soldaten. From 1971-85 he directed the Seminar for New Music and the composition class at the Darmstadt Academy of
Music. From 1984-2006 he worked at the Cologne Academy of Music as a professor of composition.
As a member of the Stockhausen Ensemble (1964-70), Fritsch was involved in world premieres as well as concert tours (including
to the 1970 World's Fair in Osaka). In 1970, together with Rolf Gehlhaar and David Johnson, he founded the Feedback Studio Kéln
and, a year later, the Feedback Studio Verlag, West Germany's first self-publishing house for composers. The Feedback Papers,
which he published from 1971-2009, present in project descriptions and essays his own view of the history of Neue Musik, away
from the mainstream philharmonic routes and established festivals.

14 Hans Kayser: Akrdasis. Die Lehre von der Harmonik der Welt, Basel: Schwabe & Co. 1946.

15 Meantis Translation of Emotion in Proportion for organ (1973), in seven parts, created in association with seven wooden sculptures
by Rudolf Knubel.

16 Augustine: Confessiones Kp. 11, 23/29.
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thoughts are translated into language fascinates me because it contains precise structural specifications
that I can use and implement in musical language like a motif or theme.

Does that mean you find metaphors that translate musically?

They are not actually metaphors, but a direct structural analogy. The piano concerto Ataraxia (1987/88) is
the oldest piece in my reception of antiquities. It is not entirely convincing because the programmatic
attribution is too strong. Ataraxia, meaning "imperturbability” or even "peace of mind," is in fact the exact
opposite of what the piece is about, and it begins only after the piece has faded away. The state of ataraxia
is the inaudible goal of the piece. I consider the string quartet Festina lente (1990) and the string trio
Distentio (1992) more successful, because these things develop without pedagogical intention, without the
detour via a catharsis or something, from the cell, from the motivic core of the thought.

Ataraxia is a tour de force and by no means characterised by introverted virtuosity, but demands a great deal
from the pianist. Is it directly influenced by Frederic Rzewski,'” who had also written a piano concerto at that
time? [It is worth noting that Toop is a bit off here: the piece in question is A Long Time Man, from 1979]

No, not at all.

Another question about your time in Liége in 1980-84, when you taught there. You must have met composers
like Pousseur and Rzewski there. What kind of impression did you get from them and did they influence your
work in any way?

Pousseur was important for me because he had a new harmony theory - L'Apothéose de Rameau (1968;
German 1987) - a brilliant treatise, tried out in practical terms in his orchestral piece Couleurs croisées
(1967). How he'8 let Vernacular Music in and at the same time abstracted it in strict formalisation ...

Did you not find it too academic?

I admired that very much; it was a kind of antidote for me, precisely because I am not so academic. I had no
relationship with Pousseur in Liége either; he was le grand patriarche.

I barely took anything from Frederic Rzewski. He was thrillingly direct and loyal to me, but as a person
and pianist so different from me, more virtuosic and brilliant, very intelligent, but I could not always share
his political stance and his Variations on EI pueblo unido (1975) was actually a prime example of socialist
realism.

I asked about Rzewski only with regard to Ataraxia (1987 - 88).

Yes, I wrote the Prologue: Daimon for Rzewski as a piano solo, and he premiered the piece at the RAlin Rome
in 1987. When I came back from Rome, I was seized by what I must say in retrospect was a strange

17 Frederic Anthony Rzewski, who was born in Westfield, Mass. in 1938 and died in Italy in 2021, studied composition with Randall
Thompson and Walter Piston at Harvard University (B.A. 1958) and with Roger Sessions and Milton Babbitt at Princeton University,
where he also took philosophy and Greek (M.A. 1960). A Fulbright scholarship enabled him to study with Luigi Dallapiccola in
Florence in 1960/61. As a pianist, Rzewski participated in the Cologne Courses for New Music (1963, 1964, 1970); he played, among
other works, the Italian premieres of Stockhausen's Klavierstiick X (1962) and Plus Minus (1964). With Alvin Curran and Richard
Teitelbaum, he founded the ensemble Musica Elettronica Viva in Rome in 1966, for which improvisational elements and the use of
live electronics were characteristic. Around 1970, Rzewski began making music with politically-oriented jazz musicians such as
Anthony Braxton and Steve Lacy, but also participated in the Philip Glass Ensemble. From 1971-76, Rzewski returned to New York.
During this period, he wrote several political pieces, including Attica (1972), about a prisoner’s letter from the New York state
prison of the same name. Among his variation works on popular themes, the most famous was the piano cycle of 36 variations on
the revolutionary Chilean folk song El Pueblo Unido Jamds Serd Vencido [The People United Will Never Be Defeated!] (1975), symbol
of the spirit of the overthrown Allende regime and anti-imperialist resistance, written in the fall of 1975, two years after the
beginning of the military dictatorship in Chile. From 1977-2003, Rzewski taught composition at the Conservatoire Royale in Liége,
where Walter Zimmermann had teaching appointments from 1980-84.

18 "Vernacular" stands for "dialect”; "vernacular music" here refers generally to folk music that has been handed down without
recourse to notation.
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academicism, and I wanted to write a piano concerto. This is how the piano concerto Ataraxia came about,
the first movement of which was developed from the Prologue: Daimon. The piece Ataraxia is almost
embarrassing in this dramatic massing, but it happened.

There is no reason why you should not write a piece that is completely different. A new topic: Your relationship
to music theatre seems strange to me in that, on the one hand, you are far removed from traditional procedures
and wanted to write something against the usual form of expressive music theatre the first time around,
but then, on the other hand, you came back to this genre three times. Why three negations?

The third, unfortunately, was no longer a negation ... It certainly had something to do with the fact that I
received a commission from Gelsenkirchen for the "static drama" Die Blinden by Maurice Maeterlinck, which
I completed in 1984. ] was in such a mood at that time that I had to be quite radical as a result of the formal
proposition or idea, which seemed to me very compelling, that each of the twelve blind people receives a
tone and that the communication of the blind people with each other has to do with the expansion of the
tonal space - adirect analogue, so to speak, of social structure and tonal exchange. I only succeeded in
making such an ascetic piece because | wrote on a particell that had only two lines, which did not allow me
to become opulent even if [ wanted to.

In Uber die Dérfer (Peter Handke, 1985/86) 1 had in mind a somewhat more monomaniacal
destruction- insofar as the text itself is torn apart. I did write Handke's formula "intimate irony" in the
program, but I meant something radically different from "intimate"; I referred to it because I knew that
Handke's texts would be torn apart or dissembled in the opera. For nothing is as bad in opera as these
slurred melismas, when the language demands a single diction. Monstrous for a composer is this work of
building up a huge machinery, the opera machinery, which then runs like a clock, like an organ grinder?®°...

In Hyperion (Dietrich E. Sattler after Holderlin, 1989/90) [ no longer succeeded in writing an anti-opera,
but insofar as I used scratching noises in the recitative of the letter-writing hermit, I did achieve an
alienating effect. The role of the hermit Hoélderlin was played by Dietrich E. Sattler??, the decipherer and
editor of his writings, in a film that was shown as a feed (on a loop?) at the end of the opera. Instead of the
recitative, he produces scratching noises while writing with a quill pen.

What is the significance of music theatre for you? Surely not just in ironising it?

No, I did not want to ironise, I wanted the kind of asceticism I found in the films of Jean-Marie Straub and
Daniele Hilliet, a certain unwieldiness; but the opera business is so strongly conventionalising in its
addiction to exaggeration that it did not work. If I had to say where I have wasted my life the most, it was
on Uber die Dérfer. Do you know the concept piece by Cage Musicircus, whose performance I organised in
Bonn in 1980 with immense effort? That was tremendously nerve-wracking and did not work out so well
either. So forgive me the operas and also Ataraxia (1987 /88) - that was akin to Feldman's sentimental phase
when he wrote those biographical pieces like Madame Press Died Last Week at Ninety (for ensemble, 1970),
etc.

19 "The score shows five models, which themselves become part of the construction in a speaking manner. The levels of mediation
[between poetry and music] range from quasi-free speech, timbral recitative, contour singing, singing of the original melody limited
to a few moments, to singing of characterizing formulas of a rhythmic and melodic nature. Each of these models simultaneously
unfolds a layer of drama and is situated in a conflictual construction of musical space, between the carelessly torn and the vision of
eternal peace, harmony, and reconciliation.” (Stefan Schidler: Klangfarbenrezitativ. Uber das Verhiltnis von Musik und Sprache in
der Oper "Uber die Dérfer,” http://home.snafu.de/walterz/biblio/schaedler_klangfarbenrezitativ.pdf, last accessed Dec. 27, 2018).

20 Dietrich E[berhard] Sattler (born 1939) has been working on a new edition of the works of Friedrich Holderlin since 1972. In the
process, he developed an edition procedure that enables an exact text-genetic reproduction of handwritten works. The Frankfurt
Edition of Holderlin's works (FHA) was published from 1975 to 2008 by Verlag Roter Stern (later: Stroemfeld / Roter Stern). It was
initially rejected by established Hoélderlin scholars, who were fixated on the Stuttgart edition, but then met with increasing
approval. From 1978 until his retirement, Sattler worked as a research assistant at the University of Bremen. In 1987 he founded
the publishing house Neue Bremer Presse and until 1991 edited and typeset the Bremen Bible based on Martin Luther's Biblia
deutsch (1545) in 22 volumes. Sattler wrote libretti for composers Wolfgang von Schweinitz, Walter Zimmermann, and Hans
Zender. In the late 1990s, he began another critical-edition project devoted to the vocal origins of the instrumental works of Johann
Sebastian Bach: Bach Decipherment. In 2018, Walter Zimmermann arranged an exhibition of his typographic work, the colour-plate
series of the Hebrew alphabet, at Kunsthaus Gomringer in Rehau.
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There is nothing to forgive; I just wondered why Ataraxia was so different from the other pieces....

I probably also wanted to escape from Feldmaniana with it, so that was also one of the reasons, an anti-
Feldman piece. Contradictory spirit can also lapse into the placative, not always into progress.

What does progress mean to you, in the context of your work?

Progress is the refinement - there is no solution, after all- of a basic conflict. I do not dare to say, like
Spahlinger, that it is an objective one. As a basic conflict in my work, I feel what Aristotle calls tyche and
automaton - the conflict between tyche, which is providence, also understood as chance, on the one hand,
and the automaton, or what Freud calls the compulsion to repeat, on the other, and the question of how to
escape from it. Or, to put it positively, the necessity of a cadence, that is, an architectural structure on the
one hand, and the expression of an inner voice, the inner voice, on the other. In some pieces of mine the
architectural configuration predominates and in others the inner voice.

The ideal of inspiration is when the two meet, which rarely happens. An inspired work like Mozart's
String Quartet in A major K. 464 with the variation movement - all four movements as if from one cast, strict
and at the same time soulful - that is progress for me. It seldom happens that both sides join. One side is
usually stronger than the other, the kitsch of the emotion or the coldness of the formal machine.

[ also feel this as a basic conflict in my being. We have already talked about my father and hisbuilder's
spirit, but not yet about his sensitivity or also that of my mother, which are combined in the son in some
way. | also have a talent for organisation and can organise things quickly, but this speed then again
suppresses the other side, the inspiration. That fights inside you and there is the danger that every piece
can be another misstep .. The question is how to manage that. And that is progress: refining the basic
conflicts of the creative process in a time when you have not been given a language. That is a second
difficulty: we are no longer in the Mozart era, but have to work out our musical languages with great effort
and develop them anew in each piece. [ was then quite happy when I discovered that one can build a home
for oneself and felt that | had arrived, at least a little. That is progress for me.

One problem is that what is often called progress in new music today often only marks the point of no
longer being able to jump off the tiger's back. The commissioning machinery of the operating theatre is still
running ...

Can we say that you are basically not looking for anything new, but hoping, as you continue writing ...

To grow up. Sometimes I feel like | have not arrived at Opus 1 at all. If we are quite honest, we are subject
to so many pressures. When [ wrote Akkordarbeit (for piano, orchestra, and tape, 1971), the demons of
Lachenmann and Nicolaus A. Huber were raging inside me. Many people are so locked into expectations,
presumed or self-imposed expectations, that they think they have to keep up ... This superego formation, as
Freud calls it, is so eminent. For example, a jury that awards composition prizes consists of certain people.
You then think you already know what they are going to choose, or you also know what was chosen the
previous year. Then there is this magnetism of auto-corruption. There is a lack of courage, the courage to
express oneself directly, even to stand apart, to dissent. On the other hand, the approach to an entropic
process is frightening. The entropy of the successful composers, who are being showered with commissions:
Their music becomes grayer and grayer, interchangeable - and one falls asleep. The fact that Neue Musik
has become acceptable also means that it is in crisis. It is merely that no one dares to say so.

The point of self-expression in the balance of not expressing oneself and becoming too personal or
maudlin on the one hand, and not hiding behind techniques on the other - that is so difficult. The reflexive,
spontaneistic so easily produces husks of history. Nevertheless, one must have a filter, a control, a kind of
network, only then the network can in turn become so rigid that one gets caught in it.

A spontaneity factory ...

Or, conversely, an ice-cream parlour or sweets factory. What [ would like to find out: Is this just my personal
problem or is there a general objective regularity in it?
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This leads me to the question: You said at the beginning that you sometimes feel or felt yourself to be a
"marginal” composer. Do you think that what begins as marginal is valid for a limited time and that one can
leave it, or that it can become the centre one day? Do you believe or have you believed that this can be a way

of life?

If someone knows one piece of mine, they do not know how many different pieces I have developed. They
only ever know this or that segment and then possibly infer the other. I am over this phase now, that this
really affects me deeply, and I have understood that it is about something else; it is about discovering a great
freedom, namely the freedom to keep searching and not to have to fulfil and perpetuate an emblem. On the
other hand, I have always felt like a marginal figure.

That goes back to childhood; I was already too fat as a boy, and then you become an outsider very
quickly, for example in sports. So, everything was clear - lam out and communicate with a deaf-mute.
Socially I also had a different background, my father was a master baker, the fathers of my classmates often
academics; I was not a good student, either.

Then came the great hope with the piano concerto Akkordarbeit (1971), which was published by Moeck.
Then I became an editor at the Moeck publishing house and as such rejected almost all scores. Then [ came
up with Wilhelm Reich or the Orgon Katharsis Strategien (1974) and the chief editor said I had better see a
psychiatrist and fired me. After that came this self-destructive phase, during which I dismantled the career
of a young composer myself. Those were the wild Cologne years and there was a point where I really turned
around, buckled. That made it much harder for me, but on the other hand I was also much more curious
about everything that was coming at me.

Then came various tragedies with publishers, including Boosey & Hawkes in Bonn, where we
negotiated for years. I had a functioning self-publishing house with a large network and they wanted me at
Boosey as a guinea pig. Then there was an approach from Peters through an editor, which also came to
nothing, partly because in Die Blinden there was the sentence, "The power of the old men must soon come
to an end.” The old man who ran the publishing house sent me his rejection with the sentence, "As you see,
the old man still has the power." [ have kept this letter. Other hopes for a publisher's affiliation also failed.

What is your basic attitude towards the technology of new music? You studied computer music early on, of
course, but for example in Akkordarbeit (1971), where a tape is included, and also in other pieces you used
this technology as self-deprecating. Also in "Ursache & Vorwitz" (for horn, violin, cello, piano, percussion, and
tape, 1993/94) ...

I had the tape of Ursache & Vorwitz from the early days of my involvement with electronic music; I made it
myself on a computer in 1974, when I was still at Colgate University. It is such a Risset-like glissando into
infinity.

... a Shepard tone?

That's right, it is also called Shepard-Risset Glissando! The year before last [2001], I spent about six months
working with my home computer. There I made an electronic piece, an étude, in fact, which was called
Steinwurf - Faltenwurf and later got the title Seidenstrafle. It was first heard in the Di6zesanmuseum in
Cologne in the midst of Gothic statues; the question of ornament and abstraction loomed in the background
It is about sounds found along the Silk Road, beginning in Turkey and ending with the Uyghurs, which were
altered by means of special digital sound-processing, so that the folds of the robes - that was what mattered
to me- become audible. Then there are two quotes to go with that: one from Leonardo da Vinci about the
folds, veilings of bodies, spoken in Italian by Mario Bertoncini?!, which is then confronted with a second

21 Mario Bertoncini, who was born in Rome in 1932 and died in Siena in 2019, studied composition in Rome with Goffredo Petrassi,
piano with Rodolfo Caporali and electroacoustic music in Utrecht with Gottfried Michael Koenig. He began as a concert pianist and
conductor, experimented with prepared instruments from 1962, and in 1965 joined the Gruppo di Improvvisazione Nuova
Consonanza in Rome (until 1973). From 1968 he was theoretically and practically concerned with the functional interaction of
sound and gesture in music (Note per un teatro della realta, 1981). He began in the early 1970s to create sound objects of his own
design and construction, often based on the principle of the aeolian harp. From 1967-73 he taught at the Conservatory in Pesaro
and in 1974 came to Berlin on a DAAD scholarship, where he created sound sculptures for the Berliner Festwochen. In 1975-76 he
held a "musical design" course at McGill University in Montréal. From 1980-97 he taught at the Berlin University of the Arts and
moved to Cetona in Tuscany in 2004.

14



quote from an Islamic woman who criticises Islam's veiling commandments. I found that in an email that
was sent around describing how women in Afghanistan are degraded by veiling; I then staged that text like
a phone call from that country. With this piece, [ wanted to achieve a kind of double look at the principle of
the fold and the veil. The music - it lasts about twenty minutes - should finally sound like an object being
blown away by the sand. At theDidzesanmuseum , we shot the film Silk Road with this music. 22

The other pieces with tape are merely banal playback tapes, partly with texts, that is to say shabby
electronics. The problem with live electronics for me was always that the instrumental sounds are much
richer than the so-called artificial sounds. There were very few pieces in the Cologne School where they
worked. Most of the time it did not work, these strongly vibrated cello sounds with the electronic bubbling

And this elegant French school does not suit me either, it is too "polished", yes,I prefer this weird
English, so that the joints are not seamless. Therefore electronic means play only a marginal role. Yes, where
does that occur? In Parasit / Paraklet for clarinet, string quartet, and tape (1995) it occurs; on the tape there
is a demonstration in Yugoslavia, then crackling fire, finally a parasite, such a terrible electronic sound hrrr
.., which I still had from Colgate. On the recording of The Edge for (mezzo)-soprano, clarinet, cello, piano,
and tape (1994) you can hear Robert Creeley's voice, and in Songs of Innocence and Experience for string
quartet with tape (1996) you will find tape recordings of children's songs that I collected in Nuremberg at
that time and?? transcribed and processed for the string quartet. By the way, Allen Ginsberg sings Blake's
Tyger.

Wanda Landowskas verschwundene Instrumente (Wanda Landowska's vanished instruments) for MIDI-
harpsichord / piano and randomised CD-Rom (1998) is technically my first and, I hope, only piece in this
direction: it was too much work! The MIDI-harpsichord triggers the picture archives. The glissando in
Ursache & Vorwitz comes, as I said, ultimately from my work in the computer studio at Colgate. That is it -
the electroacoustic or electronic parts are discrete, inconspicuous in view of the overall work.

You once spoke of your conception of orchestral sound, and I would like to ask you where it comes from.
Listening to your tapes, I heard a certain orchestral sound that reminds me a bit of Cage's orchestral version
of "Cheap Imitation" (1970/72), a very specific orchestral sound.

You have a point there. Cheap Imitation was important for me, also the Quartets for Orchestra (1976),
especially for the first part of Lokale Musik, the Lédndler Topographien (1978/79). The orchestral sound
basically comes from a way of thinking that is common in gamelan music: the sharing of a melody is
important, where not one person plays out or sings out, but rather there are many pieces of the mosaic.
Hocketing techniques - we sang Machaut masses in school, I had organised that and it was a reason for me
to get into this music. That is when I realised that polyphony is a social endeavour; when there are five
people at the table, you share the whole thing, and it's not one person leading and the others lagging behind.
That was a principle for me - the light comes into the music, light and air, it becomes free. I feel there is an
analogy to the political digression, the materialisation of a philosophical thought: when a subject is shared,
you feel this light - la lumiére, the enlightenment. It is really like that. That is how [ wanted to brighten up
the orchestral sound through a mesh of sound cells.

A question related to instrumental practice: In Beginner's Mind (1975) it occurs for the first time that an
instrumentalist also sings. After that there is a whole series of pieces where the instrumentalists also have to
become singers, not only Wolkenorte for harp with voice (Meister Eckhart, 1980), but also “Saitenspiel” for 18
instruments (Blackfeet Indians, 1983) and other pieces? Why did you do that, especially in the pieces with many
players? Did you want to achieve something special?

22 Silk Road. Experimental Film and Electronically Transformed Music of the Silk Road, WZ 23.6 (2001).

23 The children's songs were originally broadcast as an original sound study, arranged by age group, under the title Kinderlied als
Horspiel (Children's Song as Radio Play) on Bayerischer Rundfunk, Studio Nuremberg.
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No, it is like Novalis, mathematics is right next to poetry. It is still the child in me; I feel that it is possible.
Why should it not be possible? There is definitely a certain provocation in letting instrumentalists, who are
perhaps one-sided talents, sing as well. But the provocation is not so important, it then just falls into place

There is usually some separation between instrumentalists and singers ...

Itis a pity, I like to sing very much myself and I also sang my own songs. This separation need not be thisway.
I also just pushed Ian Pace during the production of Beginner’s Mind and he then sang very well. But [ am
not interested in combining high virtuosity with dilettantism; Beginner’s Mind is a special case anyway ...

Let us discuss “Saitenspiel”. From the fact that all the musicians are supposed to sing along at the end, a new
collective emerges. Is that a sign of your unisono obsession?

It would be beautifully constructed if it were, but it is much more banal. I did not want any more wind
instruments at the end, but only the string sound, which is obbligato in the piece - there is a harpsichord
introduction and then always an obligatory string sound: two harps, mandolin, guitar. In the end, | wanted
to have only the string sound, no other instruments, but the singing, so multiply the troubadour to ten or
twelve people singing. I did not think so much about it, it was somehow compelling. The string instruments
accompany the singer, the troubadour - as a group phenomenon. Does it sound forced to you?

No, rather strange.

Strange, right.

A bit like the ‘60s, hippies with singing ...
Oh, so I am old-fashioned ... well, why not?

Do you think - well, this refers mainly to what I think Christopher Fox says very lucidly about your work - do
you think that your points of view have changed in the meantime, or could one nowadays read Fox’s essay from
1983 with profit? He refers mainly to the Eckhart cycle and especially also to Abgeschiedenheit (for piano,
1982). Do you think that most of what he says there is still true?

Can you give me some details? What is it about?
He spoke of introversion, of depersonalisation, even the non-centered tonality was already there.

These are two quite different things. Depersonalisation was the tendency of the series of works Vom Nutzen
des Lassens (Meister Eckhart, 1981-84), a kind of dissolution in which all concrete associations disappear
and go into the void. For example, Losung for viola, cello, and double bass (1983): each sound is repeated
by three instruments at different speeds; with each repetition the timbre changes until the sound dissolves.
This cycle has a tendency that is not transferable to all the other cycles.

For example, the cycle Sternwanderung (1982 /84) has exactly the opposite tendency, which is why I
find Sternwanderung so relentlessly purposeful. Especially Spielwerk (for soprano, [soprano, alto, tenor]
saxophone and three ensembles, Wackenroder / Novalis, 1984) is a problematic piece, there I just let the
first half stand. There is the reverse of the Eckhart cycle; at that time [ had reached my anthroposophical
phase. | had just radicalised myself and then there it crops up again such a strange smattering of six-eight
rhythms (I assume?). At that time, I was easily influenced by the pedagogical-missionary work of the
anthroposophists, so that [ was drawn into it. I lived in the countryside outside Cologne and I began to think
more strongly in harmonic terms again. With each new work, I enter into a cosmos that is ever different -
and that is where I let myself be influenced.

What is the difference for you between letting yourself be stimulated and letting yourself be influenced?
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It is quite strange, a manic curiosity: a childhood friend who was a communist when we met and then
suddenly on the far right recommended that I read Ernst Jlinger. [ followed this and then had an Ernst Jiinger
mania for three years. When it was time to mark Jiinger’s birthday, and a vituperative article by Fritz ].
Raddatz appeared in Die Zeit, | wrote a letter to the editor. I was not only stimulated by Jiinger’s world, but
trapped in it, and first had to find my way out of it, lock myself out, close myself off to his world ... And in
MusikTexte 1 published a piece on Jiinger, which of course went against Reinhard Oehlschlagel, who had
founded MusikTexte and hated Jiinger. I had become a renegade for him, and that somehow pleased me
again. My mania for getting totally involved in a world of thought is a weakness. When a friend gives a hint,
it is merely a suggestion, but if you act on it immediately, the result of that suggestion is that a labyrinth
opens up - and I follow the trail and am suddenly caught up in it.

The projects I have thought through in the last year, without composing a note, are amazing,. It started
with Jacques Roubaud, La fleur inverse. L’art des troubadours (2009).24 He analysed troubadour verse and
created synoptic charts of rhythms and rhyming endings. Inspired by this, I went to an antiquarian
bookstore in Barcelona to get a three-volume work that probably collects all the troubadour songs,?® but
nothing came of it. | am given a secret tip, I dive in and out of it - and ten times out of a hundred, something
might come of it.

Did the reunification, the “Wende” from 1989, change anything for you personally, for your work and your
position as an artist? If you see yourself as a composer in Germany, what changed from your point of view, for
example, just because of the geographical change?

Berlin is a complex, multilayered city, but also a hydra. Cage would say it is ideal because there’s no centre.
There are endless possibilities, especially for young people. It is not as arrogant as Paris, in that it is more
open, but talent is not recognised and encouraged as it should be.

One author describes how, as a result of postmodernism, no great talent is allowed to exist anymore; all must
be geniuses and all must be equal.

It is also because the artists often took their organisational things into their own hands: In the Beginner
Studio concerts in Cologne, for example, I did not perform any of my work at all for seven years; that was a
kind of ethical principle, one that hardly exists any longer.

Back to you and your compositional work. How can ideas be projected onto sounds; how much of the essence
of an idea becomes musical structure?

Let us discuss it in Geduld und Gelegenheit (for cello and piano, 1987/89). The piece has three movements:
L. Hypneros [The Sleeping Eros], II. Sala della Pazienzia, 111. Tyche. It was the first piece of new music to use
a baroque bow, even before Cage - this is often forgotten. I used a round bow because there are all four
strings to play on. Let us start with the last movement. Tyche: Four-note chords are always used there, which
at the same time form the vibration nodes for harmonics. The cellist presses the sounds completely or
halfway or creates a harmonics; he plays a kind of strumming in different tempi. The 17eene, here as a
pendulum of fate, determines whether a harmonic or a fundamental is heard; a tilting process occurs -

24 Jacques Roubaud, born in1932, writer, poet, and mathematician. He taught mathematics at the Université Paris X-Nanterre and
formal poetics at the Ecole des Hautes Etudes en Sciences Sociales in the 1990s. He became internationally known for his novel La
Belle Hortense [The Beautiful Hortense], Paris 1985. Poetry for him means number and rhythm, form and formula. Poetry
articulates itself through verse metre, rhyme, stanzaic form, and the subtle combinatorics of sounds, letters, words. Roubaud refers
particularly to the tradition of the troubadours, who introduced the connection between lyric and song, song and love, to the
"modern" cultures of the West in the 12th century. Roubaud belongs to a group of mathematicians and artists around Raymond
Queneau and Frangois Le Lionnais, whose playful-combinative textual production borrows from mathematical orders.
"Contraintes” (constraints of form) are not meant to limit the production of the text, but to open new possibilities. "There is a
natural relationship between poetry and numbers. This tradition goes back to Pythagoras and has continued into the Middle Ages.
Many ancient texts are built on the digit that you hide; on the number that serves as a structure. The numbers of the Greeks were
infinitely more complex than our arithmetical system; they included weight, harmony, person." (Roubaud 1985)

25 Martin de Riquer (Ed.): Los trovadores. Historia literaria y textos, Tomo I-1II, Barcelona 1975.
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sometimes pressed firmly, sometimes lightly — and the direction in which the random pendulum swings can
be directly experienced physically.

The second movement - the Sala della Pazienzia is in Ferrara, where these images patience and
opportunity were originally (in the 16t century) opposite each other.2¢ It is here that pizzicato and arco are
attempted at the same time, which actually cannot be done, or together in double stops a pizzicato and an
arco are produced - just as patience and opportunity stand in each other’s way. Someone who is impatient
seizes the opportunity at the wrong moment. And vice-versa: someone who is patient finds the right
opportunity. Basically, however, it is about a string of wrong moments. Being patient and seizing the
opportunity becomes a game between pizzicato and arco.

I understand that, but my question is meant a bit differently. It seems to me that the relationship between idea
and sound is a one-way street, so to speak, insofar as, for example, when you hear Distentio and read the
sentences from Augustine, you can say, “Aha, that’s what it means!” But it does not work the other way around!
Or can one listen to the piece and say, that totally reminds me of Augustine?

That is one problem with this title. Nanne has written a very nice text for my
50t birthday. There Nanne writes how she knows me as a person and my titles express goals that I am not
at all and that I also do not achieve ...

Dieter Rexroth has described you as a restless spirit who, precisely because he remains restless, seeks out such
themes that presuppose a certain harmony?’ ...

The titles are often places where [ am not at the moment, a therapeutic measure, homeopathic mini-
medicine. One would perhaps have to have the courage to forget the titles again and call the music “piece
for cello and piano”. In the end, all of Mozart’s, Beethoven’s, Schubert’s pieces also had real, biographical
things in them somehow - in Schumann, who often had programmatic titles, perhaps to a somewhat lesser
degree. This crazy pedagogical mania of having to give titles, and then helping the listener along with
programmatic texts, often only leads to an album of blooming poetry.

Are these basic ideas a trigger or are they something where you are constantly involved until the end of the
piece? For Distentio it is probably the latter.

One must distinguish, for some pieces this is true and for others less so. The phase in Rome -
Wiistenwanderung, Geduld und Gelegenheit, Lied im Wiisten-Vogel-Ton, Ecchoing Green, Festina lente,
Distentio - these pieces are at the heart of my work list. I was in existential distress, had separated from my
partner, had gone to Berlin as a nobody, and had then woken to a new life in Rome. That is when the titles
and the writing were almost lifesaving. In a later, more relaxed phase of my life, the titles were no longer so
vital. There were these series, Schatten der Ideen 1 -3, derived from Giordano Bruno’s De umbris idearum
(1582), there came this principle of creating variants, basically one piece would have sufficed - unlike the
others, which were all one-offs.

What about Die Sorge geht iiber den Fluss for violin solo (1989/2000). There is part 1 (1989/91) and part 2
(2000) - but these are not variants.

26" The cycle deals with a hieroglyph of the Renaissance as it appears in numerous illustrations by Mantegna, Rubens, etc. The
reading of this hieroglyph leads into the conceptual circle of opportunity, time, virtue, patience. The reading of this hieroglyph leads
into the conceptual circle of opportunity, time, virtue, luck, patience, and is described in detail in the essay by Rudolf Wittkower
Gelegenheit, Zeit und Tugend (Cologne: Dumont 1983, pp. 186-217). The paradox of the conceptual pair patience and opportunity
is translated into sound and requires the cellist to overcome paradoxical ways of playing: playing on all four strings, which always
results in the same tone in Hypneros, playing pizzicato and arco in two voices, which results in a game of mutual blocking and
stumbling in Sala della Pazienzia, and finally playing on several strings at the vibrational nodes, which allow the sound to emerge
both as ordinario and as harmonics, depending on finger pressure, like the fateful pendulum of Tyche" (W. Z., Introduction to the
work).

27 Dieter Rexroth: Gedacht - mit beiden Beinen auf der Erde, in: Melos, 1985, volume 1, pp. 59-81.
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Die Sorge geht iiber den Fluss is important, the first part is a reaction to the death of Stefan Schadler; the
second was written after I came back from India and became ill myself. The tragedy of human life is
sometimes closer to us and sometimes it is further away; so the titles or the ideas behind them are
sometimes used more existentially, therapeutically or in a cathartic way and sometimes more out of
abundance ...

May we conclude from this that recourse to recurring images has essentially no or hardly any personal
significance?

The desert initially had a rather positive connotation through Desert Plants — the beautiful blossoms in a
hostile environment.

... S0 “despite” the desert and without desert no such flowers ...

Even before Desert Plants (1976), there was the desert I went to myself, the Siwa Oasis in Egypt, to record;
then the song in desert bird tone after a poem by Nietzsche (for bass flute and piano, 1987)28, before that
Wiistenwanderungfor piano (Friedrich Nietzsche / Ezra Pound, 1986)2%°- the greed principle about the
desert and its negative connotations, the hollow man who is left and devours everything with greed and
then gobbles on unsated, which is of course also a self-portrait.

The unisono is something else again, there was this essay by Hannes Bohringer3? about the unisono,
which inspired me to Diastasis / Diastema (1991/92): two pieces for two orchestras each without
conductor, which can be played one after the other. Diastasis and Diastema present the unfolding and the
contraction of time. In Diastasis [Unfolding of Times], both orchestras each have 36 voices identical for each
respective instrument, which are played simultaneously, whereby, since there is no conductor and they sit
opposite each other, heterophonic deviations occur until the contours dissolve. Behind this is the Plotinian
idea that the now cannot be experienced and that only an image of it can be produced in the succession of
what was originally simultaneous. The nonexistent conductor thus symbolises the deus absconditus, the
hidden God.

Diastema is an intensive unisono study, whereby after the disintegration of the structures in Diastasis,
athread, a connection is once again to emergehere. Diastema means space or interval, but also distance, and
both meanings are thematised: a continuous flow of intervals as well as spatial distance of the two
orchestral groups, which must play in unison despite this distance, which in turn becomes a tightrope walk.
Plotinus says: “The distance (diastema) namely is not outside the movement, but non-pushed (continuous)
movement!” 31

At the same time, the piece attemptsto make time audible as a flow. But Plotinus also spoke of the fact
that it is not time that shows the distance ofmovement but rather it is through movement that time prolongs
itself; they run, so to speak, alongside each other. This running side by side, these are the small shadings,

2

@

Walter Zimmermann took the title Lied im Wiisten-Vogel-Ton from a poem written in 1884, to which its author Friedrich Nietzsche
gave six different titles: "Die Krahen schrei'n”, "Vereinsamt", "Der Freigeist", "Abschied”, "Heimweh", "Aus der Wiiste". The fifth
stanza reads:

"Fly, bird, snare

Your song in the desert bird tone! -

Hide, you fool,

Your bleeding heart in ice and scorn!”
2

©°

The piano piece Wiistenwanderung contains two quotations that the pianist should "speak loud & clear": a) at bars 192-193: "The
desert grows: woe to him who conceals deserts!" (from Nietzsche: Also sprach Zarathustra, 1883-85, ch. 88); b) at bars 261a-263:
"Re usura out of focus / I took a symptom for the reason / the reason is greed" (Ezra Pound, preface of July 4, 1972 to Selected Prose,
1909-1965, London: Faber and Faber 1973). A poem by Angelus Silesius precedes the composition as a motto. A structuring role is
played by the idea of the "creation of the world soul according to Plato's Timaeus," which Zimmermann traces "in seven parts".

3

S

Hannes Bohringer, born 1948, philosopher who deals with modern and contemporary art and architecture. He combines aesthetics
in the reflection of words, actions, and objects with a phenomenology of everyday life. He taught at the Hochschule fiir bildende
Kiinste in Braunschweig until 2012 and now lives in Berlin. Three Dialogues. Readings by Hannes Bohringer with music by Walter
Zimmermann: Unisono (with the piano quartet Schatten der Ideen 2, 1993), Abgeschiedenheit (with the piano piece of the same
name, 1982) and gleich-giiltig (with Irrgarten for bass zither, 1997; rev. 2008).

3

=

Plotinus: Ennead 111 77 /11.
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which are produced by the unisono playing - a flawless unisono does not exist. The tiny inaccuracies break
up the monadic unison structure, relativise it, and allow time to percolate into the field of vision or hearing.
Behind this possibility of the unfolding of time, of deviation from the unison, which was already called
absurd by Plotinus, there is a peculiar physical phenomenon, a law, which can scarcely be understood,
namely that right next to the unison there are myriads of sounds; right next to the unison there are
innumerable possibilities, an abundance lowered only at the minor second. So, it is not a gradual process,
but rather a leap.

The unisono structure of Diastema has the basic intervals 1, 3, 7, and 9 (minor second, minor third, fifth,
major sixth) - this appears more often in my work. Among these intervallic cells, there are more concise
and less concise ones. Eight interval cells merge to form a phrase; there are 144 phrases, each with
alternating instrumentation. A melody of timbres is created, notated in the parts in two systems. The lower
system shows the voice to be played in each case; the upper system shows the sum of the timbre melody,
whose instruments change constantly. In this way, the piece also builds its own memory, which can keep
the listener in a state of equilibrium between forgetting and remembering. The more concentrated the
listening is, the more the cells connect with each other. As in the string trio Distentio, the listener’s own
intensity gives the flow of time, which is quasi-objectively traversed, an individually ever-different
directionality. The penetration of this flow of time can be achieved by means of intentional listening. The
more intentio, the more distentio, tenseness in the past, present, and future of the temporal flow.

I conducted three dialogues with Hannes Bohringer, in which he read his texts and I played the piano,
bandoneon, etc. to accompany his reading. "Abgeschiedenheit”, the first dialogue, is a cento, i.e. a text
consisting exclusively of quotations; parallel to the reading, the piano pieces Abgeschiedenheit (1982) and
Streifziige (1996) were heard; the latter is a graphic score, a map of pilgrimage routes from all over Europe
to Santiago de Compostela, with the name of each city and place becoming a musical figure. “Unisono,” the
second dialogue, is a text by Hannes Bohringer, printed in Lettre;3? following the reading came the piano
quartet Schatten der Ideen 2. The third dialogue is called “gleich-giiltig,” which is about Prometheus, the
mastermind, and Epimetheus, the afterthinker; I had sound generators on a table for this, which [ moved
like the bowls of a scale.

The unisono seems to run through almost all your pieces, already in “In Understanding Music...” (1973/74).

This is an ancient principle, but there is also the opposite: from unity to diversity, for example in the second
part of The Ecchoing Green for violin and piano (1989). The piano plays white chords and takes the black
keys as clusters, while the violin plays in Pythagorean tuning. Sometimes they meet in intonation and
sometimes they do not. I find this conflict very interesting.

At the university we are currently doing a semester on voicing, where we introduce new tunings and
there is also a small concert series in which composers with new tunings introduce themselves or are
introduced. We are also working with string players for the first time, which is what Marc Sabat is doing. He
shows things that many students have never done before. They pick up a circle of fifths, start at G-sharp,
come out at A-flat, and suddenly discover that they are two different notes, which they had never
understood before. The tunings that were so important in classical music were completely forgotten as the
20t century progressed as a result of this emphatic vibrato. That is what I find interesting about the unison
principle, that awareness versus action is becoming more important again. [ have observed in England that
the string players, who often earn little, participate in a Bach cantata in church in the morning, play in a
coffee house in the afternoon, and classical music in the evening, and then still avant-garde somewhere.
They are therefore much more flexible and learn early on to move stylistically in different traditions. We
still have this ponderous philharmonic vibrato here; it is terrible and you cannot get it out of the teachers
either. That is why these tunings and this unison principle are so important.

In my piano quintet De Umbris idearum (Schatten der Ideen 4, new version, 2010; premiere of the first
version in 2001), the pianist must play almost everything in unison with the strings. That is, the strings must
intonate well-tempered. This is very difficult for quartets playing only new music. The problem of harmony
arises anew ...

32 Hannes Bohringer: Unisono, in: Lettre International No. 24, 1994, pp. 34-35.
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For the players, these constant changes are not just about a technical dimension, but about constant and rapid
adaptation in both psychological and physiological terms.

Nevertheless: tonality or harmony is one of the taboos of Neue Musik, one of the questions one may not ask
without being accused of revanchism. Why is it not allowed to ask the question of harmonics - not
historically, but abstractly, logically, or acoustically? What are people afraid of? New music has fallen into a
chain of avoidance strategies: avoidance of harmonic transparency, of tension-relaxation. A chain of
negations.

Would you not say that describes the German situation in particular?

No, [ am describing the cheesy, fattened orchestral music raging in other countries as well, pretending that
nothing has happened.

This is conservatism above all.
Yes, but also a backlash to the new music syndrome.

I doubt that. I think the tendency to musical stupidity is always there. It need not be the avant-garde as a point
of reaction.

Why was everything tonally conscious almost always formulated in a reactionary way? Why was the
harmonic question not recognised and treated as a problem of the avant-garde? Perhaps because the
proximity to history is far too ghostly?

One can also express it in a much simpler way. Probably hardly any talented composer has a sonic idea of music
that could be presented in a really pleasing way. I can well imagine that one day someone like Mathias
Spahlinger might stand up and say: it is now a matter of addressing tonality, history has come this far.

There are some cases [ know of where theorists teach strict functional harmony in theory class and write
something completely different as composers. There is no connection; it is schizoid. I used to play hooky,
thank God. I was afraid of this harmonic system, insofaras it presents itself as a rigid functional framework.
Counterpoint is above all a technique, but harmony is history.

2 Youth in Wachendorf

This time I did not want to start with music, but with literature, because not only writing, but also reading, is
somehow part of the process of composition. When and with what did you start, do you remember the first
books you read?

Well, in fact, [ had little formal education, but rather taught myself based on what interested me, which in
turn required a special energy. My parents, however, were in a reading circle where books could be ordered
quarterly. When I was a little older, I then suggested which books they should buy. I then also began to
develop a concert series, a kind of concert subscription, for my parents. For a whole year, I put together a
programme for every Sunday that they had to listen to: almost real symphony concerts with an overture, a
concerto, which was usually a piano concerto, and then after the intermission a symphony. That began quite
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conventionally and extended to the Sacre du Printemps. My mother would sit knitting and say “turn it down,
turn it down!” This was accompanied by handwritten introductions to the works, which I had compiled or
copied from various concert guides, including Hans Schnoor, and presented to my parents as a programme
booklet.33  was their musical educator, so to speak.

And these concerts took place with the help of records?

No, on tape. For my confirmation, I had received a tape recorder with which I recorded almost all the music
broadcast by Bayerischer Rundfunk on its third programme, including the musica viva concerts. I can still
remember Charles Ives’ Three Places in New England, which was an exciting experience for me- [ was 15 at
the time. Then came records that I bought, Daphnis et Chloé - that was the most listened to; then Stravinsky,
The Rite of Spring, with an introduction to the work spoken by Stravinsky himself in bad English -

Oh yeah, I know this one! For instance, he says, “When the curtain opened on a group of knock-kneed and long-
braided Lolitas jumping up and down...”

I listened to it so often; I still have the record today ... I then also got the score for it in the Nuremberg City
Library. I devoured this score like everything else I could get. All this was a solitary activity, because my
parents had no time. There were no music lessons at school, either, as I would have liked - then I did that at
home. I also bought Hermann Scherchen’s conducting book and tried to conduct to the Sacre record, which
could hardly work because of the constant changes of metre ... Apparently, I also harnessed my brothers
and they had to pretend to play along. All of this was self-taught; out of compulsion, I taught myself as much
as I could.

Then I had this school friend, whom I have already told you about, who later killed himself and with
whom I could not have complicated enough discussions on the train. That was the time when it became
fashionable to read Adorno, the Philosophy of New Music, and later also Negative Dialectics.

When exactly was that? 19647

Yes, or a little later, in 1965, 1966, even in 1967, until 18, that is, until I finished school. The Philosophy
ofNew Music irritated me at first, because Adorno badmouths Stravinsky in a clearly partisan way, so much
so that [ immediately took sides with the weaker. Stravinsky was not weak, of course, but a highly successful
composer, but I did not like this sneering tone that Adorno struck there.

How did you become aware that Adorno even existed?

Negative Dialectics was published in 1966, so the book was new at the time.

Had you heard anything about it on the radio or heard about it through friends?

In the run-up to “1968”, such intellectual discussions were often held among young people. I was very eager
to educate myself and was already living a dual existence. On the one hand, I was very bad as a student, and
on the other hand, school was not enough for me, and I tried to get an extra education. To do this, I often
bought books; I do this to this day and hardly a day goes by that [ am not in a bookstore.

How far away from Nuremberg was your childhood home?

I attended the humanistic high school in Fiirth and it was about twenty minutes by train. We lived in

Wachendorf near Cadolzburg in Middle Franconia. It took five minutes to get to the train station, twenty
minutes to get to Fiirth, and then it was a ten-minute walk to the school.

33 Programmes and introductions to works from 1964-65 can be found in the Walter Zimmermann Collection in the Archive of the
Academy of Arts, Berlin (Z 554).
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And what did you read back then besides Adorno?

Habermas, too, already, that is, all the philosophers from whom new works appeared at that time. And I
read Peter Handke, Herbert Marcuse, and Wilhelm Reich. The book market in Germany was clearer then
than it is today. There were a few renowned publishers whose new publications you could keep track of.
And these publishers represented authors who, in turn, published regularly and from whom a new book
appeared every year or every two years. People waited for these books and went along with these
intellectuals, so to speak.

What had you read by Marcuse? The “One-Dimensional Man” (1964)?

In the German translation, it was called Der eindimensionale Mensch (1967). But before that, Triebstruktur
und Gesellschaft. A Philosophical Contribution to Sigmund Freud (1965). I did not come into direct contact
with Freud'’s texts at that time; they seemed dark and complicated to me. Then, in the science series put out
by Suhrkamp, which I eagerly read, Noam Chomsky appeared. I found his syntax theory3* fantastic, and
later, when I studied with Otto Laske in Utrecht, I got to know it anew.

But I also liked Mallarmé and set his poem Eventail for soprano and some three players. Before that, I
had already set Gottfried Benn’s poem Aufblick to music, and even earlier, at 14 or 15, a poem by Li Bai
called The Empress; as far back as I can remember, it was my earliest attempt at composition.

By the way, motivated by my confirmation classes, [ also read the Bible. After all, my parents were not
religious; they were not atheists either, but simply uninterested; they were much too wrapped up in their
material interests. Then I cited Bible passages as criticism of my parents, and read psalm texts to my father
while he shaved in the morning. These were, of course, texts that I had to learn for confirmation classes, and
I wanted to motivate them to care about religious issues for a change, or simply to attend church.

You have two brothers. Are they older or younger?

I am the oldest, Gerhard and Robert are then each three years younger. We also had to work in the store at
that time. There were bells: three times I rang, twice Gerhard, once Robert. We would be in the middle of
reading and then the bell would ring and we had to weigh potatoes or coals and deliver them. I then took
great pains to carve out free space from which my father could not simply order me away. For him, it was a
matter of course that the sons worked along. Conquering the conditions in the first place in order to create
a mental space for dealing with other, non-ordinary topics was hard work. My mother helped me quite well
there; she understood that [ had special interests that had to be protected. I was then able to retire to my
room immediately after school, but I did not do schoolwork; instead, I studied music, and I did it
passionately!

Soon the Wergo records came out. There was Die Soldaten by Bernd Alois Zimmermann, a recording
conducted by Michael Gielen, which I studied with the score in mind (hand?). Then there was Agon by
Stravinsky, conducted by Hans Rosbaud, an LP with a white cover and a beautiful commentary, a recording
that is still valid today. Then there were also those little Wergo records, for example Debussy’s Cello Sonata
with Siegfried Palm and Maria Bergmann. There was also electronic music: Funktion Gelb (1967) by
Gottfried Michael Koenig; this piece completely irritated me at the time.

You asked about literature - strangely enough, I never finished reading novels, I was interested in
nonfiction. I also read Karl Marx; I studied Das Kapital at leisure. And then Lukacs, Aesthetics (in four parts,
1972-76) and History and Class Consciousness (1923) - I got to know the concept of the classless society and
the concept of reification, which Adorno also used. Back then I did not understand at all what “reification”
actually meant. Adorno used it, after all, to criticise compositional phases of the non-organic. If a piece of
music does not create transitions very organically, that was already a sign of reification for him. According
to Adorno, Schoenberg’s Gliickliche Hand also already shows traits of reification because this opera has a
symmetrical structure. His ideal corresponded to the expectation because the work generates itself out of
itself ...

3¢ Noam Chomsky: Aspects of the Theory of Syntax, Cambridge 1965; Engl.: Aspekte der Syntax-Theorie, Frankfurt am Main: Suhrkamp
1969 (= Theorie 2).
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... and consists only of transitions.

Yes, it was only in retrospect that I understood: On the one hand, my father had this incredible
organisational talent and could structure complicated processes very quickly; he probably learned that in
the military. On the other hand, it was a parental home without emotional affection. That is tragic, but that
is the way it is. They had not learned it any other way, sothey could not pass it on any other way.

My composing then always required this infinite amount of preliminary work. I wrote whole notebooks
full until I even got to the point of being able to write music. With my father’s talent, the ability to organise
material, I almost went overboard and thought my way into composing, eighty percent through intellectual,
analytical thinking; the last twenty percent was maybe intuition or poetic inspiration. Thingswere very
contrived. I tried to generate all this energy, which often runs through a certain spontaneity in composing,
by creating an intellectual framework, architectural states, and so on. That is why I got involved very early
on with analysts like Noam Chomsky; for Akkordarbeit (for piano, orchestra, and tape, 1971) there was
Gilbreth in addition to Marx and Adam Smith.35 I discovered these theoretical approaches in books, moving
from one to the next and the next after that. So Marx mentions Gilbreth and I thought, aha, he’s the one who
described the phases of labour. Then I got the book and there I promptly found the structural outline of an
orchestral piece. One divides the production process into various operations, each of which represents an
element of the work, such as disassembling, assembling, and so on. With the Liszt étude, Grande Etude de
Paganini No. 6 [in A minor], which itself refers to Paganini, there is already a vector from the violin solo to
the piano, which is essential for the instrumentation of the orchestral piece. Then there is the construction
of hierarchies in the orchestra, similar to the work processes in a factory. What Nicolaus A. Huber said
yesterday was interesting, the idea that Debussy would have acted more like an engineer. Probably at that
time I was also a kind of engineer, not so much a composer in the poetic, emotional sense, but more in a
calculating sense. And in preparation for the work of composing, I then gathered the literature in each case.

So, the reading of Hélderlin came later?

Only after I had met Dietrich E. Sattler at the Villa Massimo in Rome in 1988. [ was always looking for
hypertrophic figures through whom I could experience an intellectual affection that my parents could not
give me. Therefore, I idealised such people; to the point of exhaustion I tried to see through them and
understand them. Then it became difficult to shake them off again from within. I was looking for the father-
substitute, as Freud would say.

It was the same with Einer ist keiner (for seven instruments and live electronics, 1972). There I was
influenced by Erik H. Erikson, whose book Identity and Life Cycle had been published by Suhrkamp at that
time (1966).3¢ He divided the stages of becoming human into eight phases, and I used that analytically for
the composition of Einer ist keiner, a piece for seven instruments and live electronics (1972), which I later
withdrew. In reality, I did not need to withdraw it at all, because it was never performed, because it needs
these strange electronics, where the intervals are measured seismographically according to a consonance-
dissonance model between the structures of the players in real time, as in human conflicts, and then
modified and distorted in real time. My family situation is in there in the first chapter; it then breaks open
and becomes us as we are.

What does it mean to you that there is such a piece, in which you obviously invested a lot of work, which then
remained unperformed and now lies far in the distance, yet easily comes back to your memory?

35 Frank Bunker Gilbreth (1868-1924), co-founder of Taylorism, studied work processes as well as the design of workplaces. In search
of fatigue-free work, he founded the study of movement, using the technique of film and time recording. He eventually came up
with 17 basic movement elements (therbligs).

36Born in Frankfurt am Main to Danish parents, Erikson (1902-1994) grew up in Germany, then moved to Vienna, where he
did an apprenticeship in analysis with Anna Freud, and emigrated to the United States in 1933. He became known as a proponent
of psychoanalytic ego psychology, describing the stages of identity in a stage model of psychosocial development by examining
early-childhood behaviours through the stages of adulthood. He thereby expanded the psychoanalytic or psychosexual approach
by exploring ego identity and addressing historical and social imprints.
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Itis like an experiment that bore no fruit. I have oftenreincorporated earlier pieces into later ones somehow.
So in Einer ist keiner there is a metastructure that measures the dissonances of the primary structure and
puts them on the pitch of a keyboard, because at that time a keyboard was supposed to control the electronic
sounds. This substrate is like a seismograph. I then used the basic structure again in Kindheitsblock for viola
and celesta (1994). It therefore reappeared much later and only showed itself there, before that it would
only have served to control the electronic sounds.

To stay with or return to your early years: When did you start playing the piano?

When I was five or six; there was already a piano in my parents’ house. By the way, it is also described in a
book, did I give it to you? It is called Beginnings.3” All kinds of composers talk about their beginnings in it. It
is quite interesting to see who all is there.

My father asked me when I was five years old if [ wanted to play the piano. We had a village piano
teacher like that, who was very mediocre, and I was able to surpass him pretty quickly. The mistake was
that [ stayed with him too long. I played for him and he always just sat there and listened to everything. Late,
indeed too late, at fifteen, I came to the pianist Ernst Groschel38. It was a fabulous time with him. It is hard
to describe the man, he was such a quaint guy and I responded quite enthusiastically. If I had had such a
teacher earlier, missed opportunities ... After his death I acquired his old grand piano from his daughter; he
had a grand piano from the Chopin period, a Broadwood, it is now in the Early Music Department of the
University of the Arts. Those few years I was with Groschel were fantastic. I played both volumes of the
Well-Tempered Clavier ,then the Chopin études, then Rounds (1965/67) by Berio and his Sequenza IV for
piano (1965/66). Then Groschel brought me into Werner Heider3®’s ensemble, the ars-nova-ensemble
Nuremberg. He had previously been the pianist of this ensemble and cleared the place for me. We played
Francis Miroglio, Gilbert Amy, Bo Nilsson, op. 24 by Webern - the Konzert for flute, oboe, clarinet, horn,
trumpet, trombone, violin, viola, and piano - and there was the event of me coming undone in the third
movement of the Webern during a concert in Barcelona. [ was the youngest, 18 or 19, some of the others
were twice my age - there were tears, I went into a crisis and decided not to continue playing in this
ensemble.

Before that, I had also played with Heider’s ars-nova-ensemble as a pianist at the Tage fiir Neue Musik
in Hannover; for example, we played a piece by Hans Ulrich Engelmann there, Ophelia. The most difficult
piece in which I participated was by Gilbert Amy: Inventions (for flute, marimba + vibraphone, harp, and
piano + celesta, 1960/61; rev. 1963). There 1 was allowed to play celesta in addition to piano. For two
months [ studied these irrational rhythms at home. Then came the first rehearsal in the ensemble and the
conductor Klaus Bernbacher said he had not received the score in time - and beat something because he
could hardly read the beat. So, of course, I asked myself: why am I practicing this like mad? I still had very
idealistic notions and was simply disappointed that there were musicians who only wanted to represent
themselves, had vulgar sayings and basically were not interested in Neue Musik. Then [ went to Cologne to
Kagel and that ended in disaster. So, it was over with the piano when I came to Cologne. I did not touch it
again for two years.

37 Walter Zimmermann: Von Anfang an der Suche, in: Anfinge. Erinnerungen zeitgendssischer Komponisteninnen und Komponisten an
ihren friihen Instrumentalunterricht, ed. by Marion Saxer, Hofheim: Wolke 2003, pp. 98-102.

38 Ernst Groschel (1918-2000) studied with the Liszt pupil Emil von Sauer in Vienna, among others. Groschel was one of the first
pianists to play Mozart and Beethoven on period keyboards. He was a member of the Bamberg Piano Quartet. Numerous recordings
were issued by Bayerischer Rundfunk, including the complete Beethoven sonatas. Vinyl records were released by Colosseum in
Nuremberg.

39 Werner Heider, born in Fiirth on January 1, 1930, composer, conductor, and pianist, studied in Nuremberg and Munich.
His compositions show strict principles of construction, but also an interest in the dialogue between contemporary music and jazz.
As a pianist, he formed a trio with Oliver Colbentson (violin) and Hans Deinzer (clarinet), among others. With Klaus Hashagen, he
founded the ars nova ensemble niirnberg in 1968 in the original formation with flute, clarinet, violin, viola, cello, piano, and
percussion, which he actively led until the dissolution of the ensemble in 2015.
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Cologne - that was such an established world. Palm everywhere, Kontarsky everywhere, Caskel
everywhere. Basically, you also failed because of the arrogance of these people?

Not really. Siegfried Palm, Aloys Kontarsky, and Christoph Caskel have always been very friendly to me. They
helped me after it was over with Stockhausen. They defended me. They created a position for me at the Seminar
for New Music at the Musikhochschule so that I could keep in touch with the students, and I worked there for
another six or nine months. Then I could not do it any longer, especially because I'm not German. What they
could do for me at that time, they did; Johannes Fritsch and Vinko Globokar also helped.

The fact that I did not get on so well with them was perhaps also due to the fact that I came from the village
and was a little shy - I then also withdrew to the university library. [ had a permanent place there. I
composed Akkordarbeit (1971) in the university library; in the end I even had a doctoral student room there.
Im Stavenhof, the road where I lived in Cologne, there were always visitors and always unrest. The feeling
of libraries, that is what I liked. Being surrounded by books, I thought that was great; then this anonymity
and yet people were there. I also wrote Beginner's Mind (1975) there.

I seem to remember that you had a piano in the apartment on Im Stavenhof ...

Yes, that wass my parents'. [ always had it with me, at Niehler Damm, where I had lived before, and Im
Stavenhof too. But I did not play on it any longer. It was only with Beginner's Mind that I began to approach
the piano again. This first prologue of Beginner's Mind is the transcription of a piano improvisation I played
after a heavy java clove cigarette.

I notice that almost everything you report from your youth about philosophy and also about music refers to
the 20th century ...

All of this was knowledge that I did not acquire at the humanistic high school I attended. I lived out of
opposition, wanted to have my finger on the pulse of the times, and admired the theory and science series
by Suhrkamp, this really interesting offer for which I was so grateful. I did not read Hegel at the time, only
the episodes of Hegel.

Secondhand via Adorno ...

Yes, [ read Adorno and Habermas at the time, but I did not get to the roots of idealist philosophy. Hegel's
Phenomenology of Spirit and his aesthetics seemed too difficult to me at the time. That came later. That
reminds me: I had a writer friend, Godehard Schramm, whom I met when I was 19 or 20 and with whom I
made the radio play Hier wohnt Krappmann for the Bayerischer Rundfunk in Nuremberg in 1969. For this I
made a tape collage of all kinds of noises; this was also performed in public once in the studio in Nuremberg.
There is a score of it, which I wrote meticulously with stencils; it is a crazy piece and involved an unusual
amount of compositional effort for a radio play.

Godehard Schramm, born on December 24, 1943, was six years older than me, a Slavist, and through
him I came across Russian literature, learned about the futurist painter Kazimir Malevich, the director
Vsevolod Emilievich Meyerhold, and so on. He was ultra-left at that time, probably a conflict with his father
was behind it; he then, without me really noticing it, made a total switch to the right. He brought me to Ernst
Jinger, whose complete works I read, sprawled across years, only to shake them off again. At that time, I
had communicated to Jiinger's publishing house that I wanted to compose an opera, so [ received his
writings quite cheaply. Fritz ]. Raddatz then wrote a vituperative article about Jiinger in Die Zeitwhen Jiinger
had a round-numbered birthday , and I reacted with a letter to the editor, canceled my subscription,
defended Jiinger with the remark, "after the earthquake, you hit the seismograph." The Goethean,
encyclopedic quality, of which Jiinger knew so much, that impressed me very much. I had no father to read
to me in the evenings; I grew up as an autodidact. #°

40 Walter Zimmermann: Offener Brief an C. Raddatz zu Ernst Jiinger, in: Musikjahr 1985, Theater am Turm, Frankfurt/M. 1985. - It
states: "Now all these Jiinger pro-contra debates, which have become idle in the meantime, have not allowed one thing at all, to
perceive him as a writer of a 'magical realism', which is much more related to surrealism of French provenance than to German
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My wife and partner Nanne, for example, still knows over 150 songs by heart - and several verses. She
has such an incredible memory of songs because her mother sang these songs with (to?) her. Her father
took her to museums and on botanical field trips. [ admire Nanne's power of recall very much - I, on the
other hand, forget a lot. My comparatively poorer memory has to do with the fact that I was self-taught out
of this wildness, and although my work was motivated by a great need to catch up and a strong will, the
appropriation processes took place later and were often faster and more unregulated.

Jiinger knew so much, and it took me years to wriggle out of it. Then it says in one of Jiinger's diaries
that [ wanted to compose an opera Heliopolis; Helmut Heifsenbiittel read that and was horrified that I
wanted to do that. Jiinger was considered right-wing at the time and practically "was not allowed" to be
read ... Today I once again see things in a slightly more relaxed way. [ always got stuck on one thing for too
long and could only detach myself with difficulty. With Meister Eckhart it also lasted until I could detach
myself again. I was always looking somehow for new crutches to be able to walk. And each time I held on
to something for quite a long time. Maybe that is part of being an artist, filling in big gaps with a special
intensity. So, I ate my way from one semolina porridge to the next.

Where did the money come from to buy so many books?

After all, my parents were not poor; my father was trained as a teacher whose specialty was music and
became a baker after the war because he had to provide for our living and my grandfather was a baker. He
built a small empire in 25 years. My parents supported me until I was 26 or 27. But I also had income from
broadcasting when [ was 17 or 18 - as a pianist in an ensemble, as a composer, as an author. Then I wrote
radio broadcasts in Cologne for Reinhard Oehlschlagel, the editor of
Deutschlandfunk. When I came back from the USA in 1976, I did portrait programmes for him on quite a
few composers, even more than he could use ...  also did programmes for WDR, including night programmes
in which I spoke spontaneously. Uli Lux was the name of the editor at WDR who commissioned me to do
this. [ had visited the USA for the first time in 1974 /75 and collected material on composers and conducted
interviews, which I then published in Desert Plants in 1976. This material was also used to create broadcasts,
and so | was already able to afford a few books ...

3 School, Study, and Early Years

We wanted to talk about the urban-rural divide that you felt strongly about during your school years.

Yes, we wanted to talk about different things; one thing was harmony ...

expressionism. This also points to an aesthetic difficulty of reception. Surrealism was never really perceived in Germany. Breton is
known as the protagonist, but who reads Julien Gracq? The twenties were so dominant with their extroverted expressionism that
they are now traded as a German brand and even the new paintings by the 'Junge Wilde' invokes it. This extremely clever
commerecial painting has, moreover, crypto-fascist elements, which one always looks for so strenuously in Jiinger. It seems to be a
kind of cultural-psychological phenomenon: Jiinger has to serve as a scapegoat so that the neo-expressionists can let off steam.
Jinger's transformation from a more expressionistic to an almost surreal style can be seen well in the two versions of
'Abenteuerliches Herzens'. The second version already has that frozen, surreal quality of the observed. One of the techniques that
Jinger's writing, often dismissed as 'artificial’, plays through in 'Abenteuerlichen Herzen' is that of 'stereoscopic enjoyment'.
Jinger's great art is to give one observation several views, several possibilities of interpretation, which is constantly directed at a
soft object, presenting the respective object observed like a kaleidoscope with all its perceptual possibilities.”
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We also wanted to talk about harmony, the question of tonality, where you were*tinfluenced by Ilse Storb's
Debussy book, and so on.

Yes, [ did not learn a traditional harmony theory because [ was very skeptical of formal training, which may
have been common at the time, and was out to build my own world.

For me it was the right thing to do, because it did not take away my sense of harmony. Many composers
who have gone through a formalised harmony curriculum have later become allergic to certain chords or
even any tonal echoes. If you learn too much functional harmony, it is mind-numbing, and [ bypassed that
very thing. [ was able to hear sounds without them being filtered through the lens of history . And in that,
Debussy and the knowledge of Debussy, who eluded César Franck and the Schola cantorum, was very useful
to me. He used harmony and certain modal elements primarily as colour values, basically a
"disentanglement," a levering out of harmonic theory ... [ experienced harmony theory or the examination
of harmony more gently and not like a battle of who survives, as Schoenberg did: Twelve-tone technique on
the one hand and all the 19th-century forms on the other, which, after all, are still in his work, the waltzes
and other dances, their typical gestures, the sonata and suite movements ... I did not experience that kind of
battlefield. Debussy, after all, was much more refined; he undermined the whole thing, as it were.

This urban-rural contrast, as I experienced it, is related to the feeling of a lost innocence. More strongly
than the conflicts with father and mother, I experienced the conflict between two places. The city was
structured differently, and I felt an incredible strangeness. This was not only due to the fact that [ was the
only one at school - I attended the humanistic Heinrich Schliemann Gymnasium in Fiirth - who came from
a comparatively simple family; the others were sons of academics, professors, doctors, and so on - and then
there was the fact that [ was getting fat at the time, and then you are immediately an outcast. For example,
I did not participate in physical education classes, which the teacher accepted ... social contacts were not
good, either. I had only one school friend; with the others I had almost nothing in common, so hardly any
group contacts ... | had forgotten one school friend until he recently wrote me very moving words:

"Possibly you will not remember me, and many hours spent together in Wachendorf and (for me very important)
conversations. [ ..] You, two years older than me, were somehow an intellectual role model for me. For my 14th
birthday you gave me two Suhrkamp books, Die heilige Johanna der Schlachthéfe and Biedermann und die
Brandstifter, the first books beyond Karl May. With this gift, you ignited my love of literature, which remains
unbroken to this day - one of the essential constants in my life, for which I am still very grateful to you. For your
birthday wishes you enclosed the poem Galgenberg by Morgenstern, which ends with the words: ' ... you will know
life better if you learn to understand it". You also played a part in my love of film, which has remained unbroken to
this day. Back then (as an older man) you took me to Nuremberg to see the films Children of Olympus and Ashes and
Diamonds. These were also initiations for me, beyond Karl May."

An image that has remained with me: there was a lot of sandstone in the city, and on the way to school I
used to brush my hands along the walls of houses made of porous sandstone. This feeling and this colour -
the sandstone was ochre - have remained with me, and later in my string quartet Keuper (1980) I took up
this sensation ...

Then I started composing. The first piece was written when I was 13 or 14, a little thing, a piano piece.
Then - [ was already 15, 16 - [ composed Psalm 23 in Latin after the Vulgate for choir with string orchestra
and timpani; that was my confirmation psalm. The piece was not played because the timpani would have
had to be retuned more often. After that [ wrote a string quartet influenced by Bartdk; there was a shorter
and a longer version, but that was not played, either. Then, at 17 or 18, this poem by Gottfried Benn, Aufblick
for mezzo-soprano and eleven instruments (1967), and then came Eventail by Mallarmé for soprano, flute,
cello, and piano (1968). The fact that I reached for this poem already went back to Boulez, Pli selon Pli (1957-
62 [and of course subsequent revisions]): I had already heard "Improvisation sur Mallarmé" from Pli selon
Pli in a concert by the ars-nova-ensemble, and it made an incredible impression on me. [ had also heard
Henze's ymphony No. 1 (1947; new version 1963) at that time and had written a Study for Orchestra (1967).

That was a life that was not controlled by a teacher, school, or anyone else. Later, I sometimes regretted
that [ was not taken to a teacher at that time and that I could not attend a music high school; nobody thought

41 Ilse Storb: Untersuchungen zur Auflésung der funktionalen Harmonik in den Klavierwerken von Claude Debussy, Diss. phil., Cologne
1967.
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of that back then. My self-instruction was made possible by the Nuremberg public library, where I could
borrow books and scores, by my tape recorder, and by my own room, where I could read and study all this.

And the music lessons in schools?

They were disappointing. But then I sang in the teachers' choral society, I had a high baritone voice, but I
sang in the tenors because they needed voices there. We were involved in the performance of various
oratorios - Haydn's The Creation and The Seasons, then Mozart's Requiem. I also sang in the choir of the
Realgymnasium, a girls' high school; they needed singers, too. And with this school choir we also went on
trips. And finally, I myself formed a circle at school, five or six people, who sang a Machaut mass. I intoned
it on the piano and so we rehearsed it just for us - for me it was very important to get to know #?the hocketing
technique; that was like an awakening experience. There was consequently no shortage musical activity
going on.

And then the private teachers - there [ had Ernst Groschel, unfortunately too late, who sent me through
the entire piano literature and finally Werner Heider (cf. FN 36), with whom I received lessons in
composition, also privately. He then also accepted me into the ars-nova-ensemble and we met again and
again later, even though we went different ways aesthetically. He was a kind of composer prince of that
region, and [ always remained the prodigal son that you would not want at home. The school I attended was
a disaster, with post-traumatic teachers influenced by the Nazi dictatorship. In 1970 I then moved to
Cologne.

Can we briefly return to llse Storb's book on Debussy?

She formalised Debussy's harmony by showing, through a table of note examples, that what was otherwise
forbidden was allowed there: parallel fifths, parallel movements, various tonal mixtures partly composed
of modes, etc. That was like a little primer for me - the main thing was not to be reminded of functional
tonality ... I also had Hindemith's Instructions in Tonal Composition in my hand for a short time, but
immediately put them away again. I always liked the impressionists incredibly well. Very early on I also
played Children's Corner, and among the first records I owned were Stravinsky's Sacre and Debussy's
Préludes with Gieseking, but only the first volume; I discovered the second much later.

A classic recording ...

Yes, [ was thrilled. These Préludes by Debussy were for me the most enigmatic world I could enter. The fact
that at the end there was the title in brackets, so that there was some allusion after all, but just not so
obtrusive - was also fascinating. I then also did auditions at the high school, La fille aux cheveux de lin, La
sérénade interrompue (sings) ...

Now I remember - with the school choir we also once did the Liebesliederwalzer by Brahms; I played
them together with the music teacher. But Debussy was my world, very early on. Ravel seemed too difficult
for me, but in the first volume of the Préludes I played constantly, especially very loudly the Cathédrale
engloutie - 1 was already thinking about the audience. The piano was on the second floor and my parents
had the store downstairs; the louder I played, the more people who were shopping downstairs could hear
me. Once they were remodeling and the piano was right next to the store, I improvised for hours ...

In Debussy's style?
In all kinds of styles, sometimes it was Beethoven, sometimes Liszt. | pretended it was by Beethoven, but it
was made up and was supposed to make people think if possible -mm, a good pianist, but [ was probably

more of a lunatic pianist ...

Did you play Beethoven in parallel with Debussy? So you had no aversion to the German tradition?

42 The hocketing technique is a polyphonic setting technique that was cultivated from 1200 to 1400 and rediscovered in the 20th
century. The voices complement each other - for example, a melody can be divided between two voices in such a way that one
pauses while the other plays one, two, or even a few melody-bearing notes.
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No, not at all, I was familiar with them. With the piano teacher I had in Wachendorf before Ernst Groschel, I
learned to play almost all the Mozart sonatas and the first volume of the Beethoven sonatas - the second
then with Gréschel - and of course Bach.

To activate my compositional imagination, tonality was not useful to me. Riemann's music theory is the
after-the-fact description of an invention; that was, so to speak, museum-like, historical, while Debussy
opened up. That was something else, getting beyond Debussy to another world ...

It is inherent in music theory that it is always somewhat descriptive ...

Yes, but it is also part of the genesis of a compositional style - and today, in teaching, there is often no
distinction at all between the slow genesis that has led to certain techniques and styles, and the invention
of something new, the genesis of tonality on the one hand, and this point on the other, where this turns
dialectically.

Hugo Riemann has already looked back at tonality. It is a strange juxtaposition of theory and practice:
there is an incredible amount of cramming, but the composers who also take music theory at this university,
which is very difficult, and who know all that well, then move as far away from it as possible as composers,
as if theory were just a historical thing. I think this is crazy. These theoretical descriptions are formalisations
and form cross-sections through the history of music; they do not carry the flow of history, the genesis, but
artificially stop the development. After all, Neue Musik has long since carried its theory within itself and
stands in a historical continuity. Quite a few students or younger composers do not remain within the flow
of history, but rather separate themselves from it. Here the theory, there the practice. That is a strange way
of thinking about history ...

But it may also be that from an early age I had no access to this expressionist music, to composers like
Schreker, etc., who lay outside my world of feeling. I was attracted to Debussy, the first volume of the
Préludes, and then Alfons and Aloys Kontarsky published this wonderful recording of En blanc et noir for
two pianos - that fascinated me. But then came Boulez, Le Marteau sans Maitre (1953/54) - since when
could I have known that?

Philips had a record very early on, combined with Stockhausen's "ZeitmafSe" in the recording with Robert Craft.
I had that when [ was 16 or 17 at the beginning of the '60s.

I had the recording with Bruno Maderna. I then bought the score of Marteau for this record. Funnily enough,
that was before Schoenberg, whose Pierrot Lunaire I only got to know after Boulez, which is why it already
seemed too historical to me.

And Webern?
At first, I only knew Webern's Konzert op. 24 because I had played it with the ars-nova-ensemble.

It is interesting to me in that almost everything you have described so far has been pretty parallel to my
development and experiences - with the exception that I had all the Webern scores pretty early on.

I got to know Webern through the recordings with Robert Craft, later I also had the score of the cantata Das
Augenlicht op. 26 at some point. Mahler was also rather alien to me at that time with the exception of the
first and fourth symphonies, which I enjoyed listening to, I also liked Schoenberg's Serenade op. 24; but what
I found completely abhorrent was the stilted Wind Quintet op. 26. I had the Wergo recording of this piece -
five different wind worlds and then this intense counterpoint - too much of everything - [ was so spoiled
by this depth and breadth of impressionist music, this elegance of French music, to which Boulez also
belonged. Maybe this also had to do with my French teacher, Dr. Ott; | was very good at French and learned
it with enthusiasm. France, and French language and culture, seemed to me to be a way out of this gloomy,
dark ancient Greek stuff and this Nazi atmosphere that was still emanating from the teachers. Then we
played Gilbert Amy, Inventions for flute, marimba + vibraphone, harp, and piano + celesta (1960/61; rev.
1963) - on celesta and piano at the same time, which was perhaps not a masterpiece, but somehow fantastic.
And then I borrowed Boulez's sonatas and tried to play the third sonata. That was exciting, because sound
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and idea merged. With the German composers, the structure, the idea of something, seemed to me to
dominate over the sonic result. When I compared how Stockhausen solved the same problem - the
opposition of structure and sound - in Klaviersttick X1, I still found Boulez somehow more convincing. I also
played Stockhausen's piano pieces 9, 8 also and 7, 6 is insanely difficult, 5, 4, 3, 2, 1 of course - I stood in
front of it amazed. By Niccolo Castiglioni [ played the piano pieces Inizio di Movimento (1958) and Cangianti
(1959) and found this bright, crystalline world very beautiful. I also played in an ensemble work by
Castiglioni, Tropi (1959). Eventually I heard that Castiglioni had a nervous breakdown at some point and
would only write childlike, naive music.

Yes, in a way, yet heremained his own ...

Berio, Circles for soprano, harp, and two percussionists (1960) - of course I find it a great piece, the Sinfonia
less so. That certain sound he found there in Circles, the harp part, which comes from French music and has
something to do with Boulez, the wonderful use of the percussion and then Cathy Berberian ... Stockhausen's
Zyklus for one percussionist (1959) is something dozier in comparison ...

The "Circles" show a gigantic conception of form ...

I fled didactics; I had enough of teachers and immediately felt it when someone or something wanted to
lecture me on music. That is why I also quickly said goodbye to political music; I was intolerant of raised
forefingers that put music "in service" ...

Do you mean Mathias Spahlinger?

I do not know it from Spahlinger, rather from Nicolaus A. Huber - again a rather strange mixture of C. G.
Jung and Marx ... No, I was thinking especially of Henze, who - perhaps to redeem his music - made such a
drastic political turn under the impression of the student movement around 1968, or also of Penderecki.
Nono I admired from a certain distance; I liked his early stuff. Then I saw him at a performance of
Intolleranza in Nuremberg in 1970. There the hall went wild, fists were waved; Vietnamese or Vietcong flags
were waved, and Nono went on stage and raised his fist as well. I sat there and was pretty much unaffected
by it; I registered it that way. This bombast of the Intolleranza - 1 just did not understand it.

But you were inspired by "La fabbrica illuminata” (for mezzo-soprano and tape, 1964)?

Yes, then [ wanted to copy that. I once had such a phase. I tried it out with this one recording of the industrial
sounds of the MAN company in Nuremberg. I was somewhat affected by this movement, but it was basically
a caper. After that, in my first year in Cologne, came this plan for a radio play with deaf-mutes. I visited deaf-
mute schools at that time and recorded all kinds of speech formulations, the sounds that the children made
in order to speak. [ recorded about twenty tapes to make a radio play. Then I realised that [ was using these
people as material and erased the tapes again ...

What you had already noticed and resented with Kagel ...

Yes, yes, in this course in psychiatry. [ saw through this duplicity of making politically or humanly engaged
music quite quickly. As Morton Feldman later said, "You cannot attack people who write politically
motivated music, they hide behind their noble goals." In an extreme case: whoever finds Penderecki's
Hiroshima piece miserable gets the answer, "Are you for the atomic bomb?" A difficult subject ...

Your piece Akkordarbeit for piano and orchestra (1971): Why did you come to explore a tonal sound world?
Was the soloist with Paganini paraphrases in the foreground?

This is certainly a piece ex negativo, in that I dismantle Liszt's Paganini étude as a negative foil. For me, the
piece was an attempt to make a sociological image of a society in which virtuosity is representative of the
one who accumulates wealth. [ was also reading Marx at the time. Like a car that comes out of the factory,
the final product is perhaps the Liszt. And the body is perhaps Paganini ... The dismantling or deconstruction
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of this étude can be heard in this piece, because one knows the product, the starting point. That is where
this little reproduction takes place in the piece, that [ put all the parts together again, that they reunite in a
whole.

In essence not so farremoved from Stockhausen's view, practiced in the "Hymnen", to use known material and
to attach importance to the processing. He uses quite familiar things ...

When are they from?

1967

Oh, so maybe I already knew it back then? I do not remember what the model for the piece was.
Tonal materials were processed throughout the sixties, especially by Bernd Alois Zimmermann ...

But I did not know these things so well that [ would have referred to them. I think I rather developed that
out of myself, because I wanted to represent something like that. It certainly also had to do with chordal
work, work with the three triads, the supporting pillars of tonality, and my aversion to them.

But already in the next piece In Understanding Music... - the language that emerges from it is a tonal one, so
to speak.

I do notlike that at all today. That there is this unisono at the end of these two pieces, I find it dramaturgically
cheap and I also do not know anymore how it came about, probably out of impatience. It is just the young
composer thinking, how do I create an effect so that I become famous - and out of this desire something like
this arises. At that time, I also dreamed of giant symphonies, which Wolfgang Rihm was then composing,
But soon I realised that this was immature, adolescent, and to this day I am annoyed that In Understanding
Music... ends on such a positive note.

Yes, but it is not a tragic melody, it is quite a cheerful one ...

In Akkordarbeit, the revolution takes place, after all - against the Liszt — with the twelve-tone melody; the
workers hit upon the twelve-tone melody, that is almost socialist-realist ... terrible!

How did you react when, for example, Wolfgang Rihm began to bring such remnants of tonality?

I met Wolfgang at a party in Cologne. That was after this Einer ist keiner (for seven instruments and live
electronics, 1972), during that time of crisis after Moeck had thrown me out and I could not compose for
two years. Wolfgang was already a socialite at that time. I always liked him very much as a person and still
do. How did I relate to him then? I was so occupied with my own becoming and not becoming that I did not
follow his development at all back then, although I heard pieces by him on the radio from time to time ... My
obstructed career, which also includes the fact that I did not have a publisher for ten years, certainly also
has something to do with my last name especially in Cologne. It was probably a disadvantage in terms of
market strategy to go to a city where a very famous Zimmermann had just died. On the other hand, this city
gave me an energy | would not have had otherwise, resilience as well. It did benefit me in the end. I
remember taking Beginner's Mind to Aloys Kontarsky, who received me quite graciously ...

This cycle would not have been his thing ...

Sure; but the problem was that at that time I often simply acted out of defiance. Out of defiance arose a piece
like Gelassenheit (for alto with portative organ and two guitars, Meister Eckhart, 1975), which is, as it were,
a "neo-Grecian" like Satie - a strictly Gregorian piece, in terms of modes and voice leading, without liberties
in it. It was premiered in Witten and people thought, what happened now? That was only four years after
Akkordarbeit. 1 wrote the piece in Italy - in a house where Roberto Majek lived, a psychologically fragile man
who had a rich Dutch patron who provided him with a house near Casale Maritimo in Tuscany where
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concerts were held. Franco Evangelisti and a few people from the group Nuova Consonanza were guests
there. The world of new music was apparently completely forgotten at that moment, when I composed
Gelassenheit. Such a great expectation had been built up with Akkordarbeit; I was thought to be a scandalous
composer or something — and suddenly all that was gone ... That also has to do with my easy affectability, I
still feel that way to some extent today; I had read about Meister Eckhart in Cage's Silence and then I
immediately read Eckhart, even visited the Eckhart Institute in Cologne, where I even got to know Josef
Quint, the Eckhart scholar.

Somehow for me, when you mention a name I do not know, I research it and go to the libraries and start
reading to find out what it is all about. So now, since you mentioned the name, [ have been reading the poet
John Ashbery (1927-2017) every spare minute. Once I get afflicted by something, I enter completely into
such a world that is foreign to me - and start thinking my way into it as if blinded by it. Back then I composed
something that could have been created in the time of Meister Eckhart, far away from the world of new
music, the "family", within which Wolfgang Rihm grew up and to which I did not belong. I always pursued
my own stories, which often had nothing at all to do with new music. And I searched for them, especially in
libraries - endlessly.

For example, there was Professor Helmut Petri, who had lived among the Australian Aborigines and
whose institute was only two houses away from the house where Josef Quint was doing research on Meister
Eckhart. I heard about it, so I visited him and became interested in Meister Eckhart and the Australian
Aborigines almost at the same time ... And so I just read all kinds of books on Gregorian music at that time.

After that came this book by Shunryt Suzuki, Zen Mind, Beginner's Mind (1970), which stayed with me
for a year and a half, trying to structure my distance from new music, and so on.

At home I have a rather old collection of your scores, which also includes " Gelassenheit" (for alto with portative
organ and two guitars, Meister Eckhart, 1975). That was then called differently "Four Pieces from the
Tradition"”, one of them was the "Spanish Journey” ...

Yes, these were four tonal pieces, or let me say more correctly atonal pieces that contain tonal elements. It
was in the transitional period to Lokale Musik and at that time [ did not know where to put these pieces and
just called them that or grouped them together. Today, Zehn Frdnkische Tdnze (for string quartet, 1977), the
choral piece Aus Nah und Fern (1977) belong to the work group Lokale Musik - this went back to a childhood
experience; my father had positioned three choirs in the village during a singing festival and I ran back and
forth between these three places, heard one choir become quieter, the other louder and about this
phenomenon I composed this piece; a revised version of it went into Uber die Dérfer (1985/86).

The NDR Choir performed Aus Nah und Fern once - four tonal pieces or four atonal pieces with tonality
- and then Die spanische Reise des Oswald von Wolkenstein for baritone, ud, qanun, nay, rabab, and
percussion (1976; rev. 1993). The Spanish Journey - I am somewhat ashamed of it today! | was then tryingto
produce a Tunisian court music of the Nuba ed Dhil, which I analysed, like a riff on the minstrels. It was
performed on WDR in the series "Musik der Zeit" , when,to take the provocation to the extreme, I performed
in a Zimmermann suit, that is, in this black robe with white buttons and so on. I was simply caught up in an
attitude of defiance against Neue Musik. Maybe I was a bit like Satie, who I hardly knew anything about at
the time. But I can now imagine retrospectively what an oddball existence he must have led in Paris.

[ had gained some trust in the WDR editor Wolfgang Becker. Around 1976/77 I made several broadcasts
about North African music for him, and we once sat together in the canteen and talked about the plan for
some WDR festival. He asked what pieces [ would suggest for it. I replied that a key piece for me was the
piano piece Cheap Imitation (1969) by John Cage, inspired by Satie's Socrate - by the way, this kind of
unanimity (monody?) was once analysed by Nicolaus A. Huber, who also appreciates the piece. And then
Becker asked me what I would call such a festival; I said "New Simplicity" and suggested to him other pieces
by other composers, for example Michael von Biel. I wanted to include Das klingende Griin (1979), based on
children's songs and William Blake's texts: This remained unperformed at the time, but later resulted in
Songs of Innocence & Experience for string quartet with tape (1996). Instead, in 1977, Die spanische Reise des
Oswald von Wolkenstein. Musikgeschichten tiber den Kontakt von Orient und Okzident (for baritone and
Arabic instruments, 1976) was premiered.

Out of this festival mechanism, however, other pieces that had nothing to do with the original idea of
new simplicity had to be programmed, and so Wolfgang Rihm and the "neo-romanticists"”, so apostrophised
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at the time, came to have this label.#* And now it happened that the catchword "new simplicity" migrated to
the opposite camp and was adopted there. To this day, what [ meant by it is not understood. In Feedback
Papers 13 in 1977 there was a discussion between Johannes Fritsch, Kevin Volans and me about this term -
and then [ suddenly saw an advertisement from Schott-Verlag promoting these neo-romanticists, including
several students of Ligeti. Finally, there was a symposium at Otto Kolleritsch's in Graz, where this "New
Simplicity" that had arisen so recently was discussed. I thought, what is going on here? - four neo-
romanticists, I did not want to belong to this club. From this the decision was made: I found my Beginner
Studio in Cologne, where I can do what I think is right.

By the way, in the concert series "Musik der Zeit" there were also quite wonderful things like a
performance of Stockhausen's Momente with Grace Bumbry (not Martina Arroyo, she was earlier), who sang
outstandingly. Then came the somewhat staid group of eight Cologne composers, including Manfred
Niehaus, Hans Ulrich Humpert, Bojidar Dimov, York Héller, etc., to which I also felt I did not belong. Through
my recalcitrance, however, I also made it impossible for myself to belong anywhere.

You said you did not notice that there were such pieces with tonal elements in Rihm, but even earlier there
were in Kagel ...

Yes, I did notice that, but I had already finished with Kagel much earlier, because he disappointed me very
much with his egomania and this ambition with which he pushed through his interests. Then there was this
competition between Kagel and Stockhausen. Kagel was the city dweller who always had the laughs on his
side, and Stockhausen was the country cosmic who had already retired to Kiirten by then. Kagel's pieces
were always longer, cultivated and professionally notated. "Country Music" or Kantrimiusik (1973/75) is of
course a brilliant piece, what ideas and fantasies are in it, but this self-indulgence, this self-indulgence rather
harmed his music, in which he increasingly had to tread everything epically wide. Pieces like the St. Bach
Passion (1985).

.. but that was much later ...

I didn't listen to it any more. The early stuff is fantastic -Match (1964), the Beethoven film Ludwig van
(1969); already in Nuremberg I had admired this piece Unter Strom with the guitarist K. H. Bottcher. But
then these later tonal pieces by Kagel were also retrospective — our culture is over, and we can only live off
the husks. That does not sit well with me at all. What Kagel calls "country music" or Kantrimiusik, 1 call
Lokale Musik - with him it is a cynical irony. With me, on the contrary, there is an intimate irony, floating,
which comes from Novalis and also haslinks to the naive phase of Cage. The beautiful pure sound of his
naive piano pieces like A Room (1943) or Waiting (1952) encouraged me ... [ then found Cage's later pieces
like HPSCHD for one to seven harpsichords and electronics (together with Lejaren Hiller, 1967/69) more
difficult. Cage cultivated the ideas of maximisation and minimalisation - both extremes, in both directions

Yes, deliberately ...

Then [ heard Rihm's piano trios in Diisseldorf, which go back to Schumann with the title Fremde Szenen -
this arbitrariness of structuring and then suddenly quite cheeky Schumann quotations; that was again
something completely different from what [ wanted.

You were then at the Institute of Sonology in Utrecht from 1970 -73? How did you get there? How did you learn
about it?

I got there through Clarence Barlow, whom I had met in Cologne. We registered there and went there every
week from Cologne for two days - we, that was Clarence, Allen Cartwright, and me. Then we also got to
know the "liberated" Holland, suddenly there were lots of naked people running around and I came from

43 Hans-Jlrgen von Bose, Hans-Christian von Dadelsen, Peter Michael Hamel, Detlev Miiller-Siemens, Wolfgang Rihm, Wolfgang von
Schweinitz, Ulrich Stranz, Manfred Trojahn.
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the country ... It would have been better if | had lived there, so that I could get more involved in the work at
the institute. There I got to know Otto E. Laske, whose work I could also study at home, because in order to
get to know it, one did not necessarily to be physically present. Nobody was interested in Laske at that time;
he was an outsider within the institute. There was a connection from Laske to Noam Chomsky, whose work
on syntax theory I already knew. Laske interested me when I realised he was referring to Chomsky, because
I, too, was looking for a musical language. Laske's work suggested that one could generate musical meanings
from abstract musical structures in a few years. His research was based on American behaviorism and
positivism, which were unknown to me at the time. Clarence and the others worked more practically; they
had more direct access to machines and programming; [ was interested in all this more theoretically.

At the same time, I was a guest student in Amsterdam at the Ethnomusicological Museum "Jaap
Kunst".** I was there more often and for longer periods; I had a Canadian friend there with whom I could
stay. We were often at the Litterair Café, where I sometimes played the piano. And at the museum I briefly
participated in a Javanese gamelan - [ was the second bonang player who always had to imitate the first one
in a syncopated way. Incidentally, I collected and photocopied an insane amount of specialist literature at
this centre - still searching for universals of expression, for musical archetypes. In turn, [ was able to connect
this research well with Laske, who was also searching for expression, for meaning, and had come up with a
"modal logic." This was a kind of "set theory," in which it was not the individual tone that was important,
but a morpheme, a small motif, that was the unity from which one started.

Orgon I from In Understanding Music... and Orgon 1I, Katharsis Strategien (for didgeridoo, corroboree
singer, two actors, and two tapes, 1974) were created during this period. These works would have been
generated from the ethnomusicological approach: the music of the Australian aborigines as a foil and
catharsis as an archetypal process not only of drama theory and dramaturgy, but as purification and
purification in a psychological sense as well. At that time I went through an incredible amount of literary
excerpts on the semantic connection between linguistic theory and ethnological structures, always looking
for such archetypal expressions.

Orgon project, exposé

For the last year I have been working as a composer on the ORGON project, the aim of which is to use sounds to release
definable energies in people in order to support the processing of psychosomatic disorders. The project is divided
into four phases, which in a step-by-step approach will ultimately provide material for concrete use in an optimal
environment with the design of energy-releasing sounds.

While searching for such an environment, [ came across the vacant house "Im Stavenhof 13", which is owned by the
city of Cologne and is set for demolition. The architecture of the four-story building is ideal for the construction of an
ORGON music center. The 12 rooms are to be filled with activities, all of which belong to the field of non-verbal
therapy and, the further up the visitor goes, the closer he gets to the to the specific problem area of the energy-
releasing effect of music.

The non-verbal forms of therapy will be embedded in preparatory, group dynamic, and processing activities, and
will be supervised by social pedagogues, a psychologist, and a psychiatrist or psychoanalyst. The group that will
collaborate in the functioning of the house includes for the time being: Dr. Johannes Kneutgen, ethologist, who is
currently doing basic research on music therapy at the Landesnervenklinik Bonn, Dagmar von Biel, who has
performed "Stimmung" by Karlheinz Stockhausen all over the world with the collegium vocale Kéln and is currently
training as a breath therapist, Walter Zimmermann, composer, trained at the Institute for Sonology Utrecht.

The activities are tentatively composed as follows:

physiological therapy Kneutgen

Respiratory therapy Biel

Organic music Zimmermann

ORGON music

(in the sound room) Zimmermann & ORGON Ensemble
preparatory activities social pedagogues

4 Jaap  Kunst (1891-1960) contributed fundamentally to the knowledge and understanding of Indonesian music through his field
research in Indonesia in 1920 and 1934 as well as his theoretical work. The fact that he introduced the term "ethnomusicology”
instead of the previous "comparative musicology" meant a shift in emphasis toward the subject and its self-image. The comparative
analysis of musical structures and styles was replaced by approaches that included the respective individual culture and its
historical environment.
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group dynamic activities psychologist
reprocessing activities psychiatrist or psychoanalyst

On the top floor, the central room of the house is to be set up, the so-called sounding room, which will suggest the
energy-releasing sounds in an optimal acoustic environment - sound intense enough to the point of feeling the
vibrations through KLIPPSCHORN loudspeakers. For the production of these sounds an ensemble is formed, which is
probably composed of the Kontarsky student Herbert Henck (modulated piano), the Stockhausen student Kevin
Volans (electronium), and Walter Zimmermann (electronic organ & electronic circuits).

The first three years are intended to advance the basic research of the individual participants in order to develop a
concept that will make the centre functional and thus exert an attraction on target groups as something holistic and
organic. Above all, the consistency of the centre must be guaranteed, i.e., to create a balance between variety and
homogeneity in what is offered. Only when such a concept has been worked out can the house be opened. 45

One consequence of this was that I wanted to found an institute in Cologne with Manfred Lexa; it was called
SMIL, which means Studio for Musical Intelligence - Laboratory and was meant to finance our Orgon Music
Centre.

For this Orgon Music Centre we wanted to rent a former brothel in Cologne that was empty.
Stockhausen wrote us a letter of recommendation for this project to the Cultural Office, attention Mr.
Hackenberg. There were small, somewhat crooked rooms there - and in each room you were supposed to
be able to do sound research or music therapy or something like that. Dagmar von Biel would also have
been involved. Building on research from linguistics, ethnology, etc., we looked for archetypal forms of
expression, and the experience of Kagel's music-therapy course again played a role. With Kagel, I had
become acquainted with the behavioural scientist Johannes Kneutgen; as an ethologist, he studied the
behaviour of animals, as did Konrad Lorenz, in order to derive structures of human behaviour from them.

I encountered this cross-connection again decades later in the book Milles plateaux (1980) by Gilles
Deleuze and Félix Guattari. There is the concept of ritornello, which ethologists also describe. It is about how
animals mark their territories and so on, and the phenomenon of feedback. That works in a similar way to
the feedback idea that we had back then, which is that humans can get a balance, an equilibrium, through
their nature and despite their inbalance, through sound.

Interestingly, in Gregory Bateson's volume Steps to an Ecology of Mind there is a chapter about the
"floating balance".*¢ This has to do with the "double bind" effect, which according to Gregory Bateson can
be attributed to the genesis of schizophrenia and which Cage also described: simultaneous attraction and
repulsion. So there is the story of Cage, who was hugely excited because his parents had promised him to
go out on Sunday, but when Sunday finally came, no one talked about it. Balinese women have been
observed to take their children to the breast and take them away again, so that a "flow equilibrium" is
created - attachment and detachment completely without reflex. This is said to stabilise the physical and
psychological development of children. This occurs again with the Russian-Belgian Ilya Prigogine in the
chapter "Far from equilibrium" in his book Dialogue with Nature (1986). Prigogine takes this from physics,
from thermodynamics and aerodynamics. He speaks of "flux" and "force," of a new stability of states that
can occur in nature only when things are kept far from equilibrium for a certain time. This leads to the
concept of "clinamen” in Lucretius. 47

45 Orgon Musik Zentrum, in: Walter Zimmermann: Insel Musik, Cologne: Beginner Press 1981, pp. 61-69, here: p. 62. - Here are further,
more detailed texts as well as the reprint of Stockhausen's letter of recommendation. http://beginner-press.de/schriften-
writings/orgon-musik-zentrum-im-stavenhof-13/

46 Gregory Bateson: Steps to an Ecology of Mind: Collected Essays in Anthropology, Psychiatry, Evolution, and Epistemology, Chicago /
Nlinois: University of Chicago Press 1972; Engl. as Okologie des Geistes. Anthropological, Psychological, Biological, and
Epistemological Perspectives, Frankfurt am Main: Suhrkamp 1981, pp. 156-181.

47 Clinamen [Greek: slight deviation] is the term used by Epicurus and Lucretius to describe chance in the context of
determinism, a (natural) law-like (pre-)determination. This is based on the idea that the world consists of the smallest particles, of
atoms, which are in an incessant fall through empty space. In this case they would remain separated, if there were not smallest
movement deviations, by which it comes to agglomerations and to the appearances of the sensory world. So it is said in Lucretius,
De rerum natura (book 2, v. 217-224):

The atoms, as their own weight bears them down
Plumb through the void, at scarce determined times,
In scarce determined places, from their course
Decline a little- call it, so to speak,

Mere changed trend. For were it not their wont

36



What I really want to say is that things that were already laid out at that time led to compositions much
later.

What happened to that centre back then?

Nothing, it was over before it even started. The house was demolished. The moment we submitted the
applications, the city noticed that there was an empty house. Parking spaces were then built there.

The Orgon Project would have had actually four stages: phase blue, phase red, phase yellow, and phase
green. The second stage would have been, as already said, the catharsis strategies (see the text on my
homepage), the third probably anthropological research, and the fourth stage the results in this centre. I
had totally distanced myself meanwhile from Neue Musik. Then came Zen Buddhism. Dagmar von Biel
brought me Zen Mind, Beginner's Mind (1970) by Shunryu Suzuki, for me after Meister Eckhart the most
important book at that time.

What was the chronology, on the one hand Orgon projects, on the other hand In Understanding Music...?

They went in parallel; on the one hand I studied "Artificial Intelligence" (AI) with Laske in Utrecht and on
the other hand ethnology in Amsterdam. But behind that was the attempt to find archetypes. I was also so
interested in Nicolaus A. Huber, who made this piece Aion for four-channel tape and smells (1968/72). The
question of archetypes is very controversial. Some say that there are no such things; they are exclusively
acculturated forms. C. G. Jung believed that he had observed them in schizophrenics, whose psyche is said
to have preserved intact parts somewhere, which went buried in others - but this is a hypothesis, theory.

That In Understanding Music... should represent Al was one part of the overall project; the other half
was about anthropological and psychological research. At a third stage, the two should have merged into a
functioning form of therapy.

At least you did not completely retire from composing new music then.

A piece comes to mind that impressed me very much, Alphabet fiir Liege (1972)*8 by Karlheinz Stockhausen.
[ went to Liege for the premiere and was very enthusiastic. Dagmar von Biel was there as a singer. She sang
along in the Indian Songs. The piece has completely sunk into my memory ... At that time, through this
Alphabet fiir Liége, 1 became aware that music has a magical power. There was also Hugh Davies, the
Englishman who could make a glass shatter by means of a transducer attached to the glass. That inspired
me at the time for the beginning of Einer ist keiner (for seven instruments and live electronics, 1972) - there
is a glass shattering. And that, by the way, was also the original idea for the centre, that in each room you
have something like your own therapeutic instrument or a different therapeutic possibility. We were all full
of utopias back then ...

In Liege I then also got to know Pousseur?’. The fact that a serialist simply dares to bring in quotations
of foreign music or concrete things in a piece appealed to me: his orchestral piece Couleurs croisées (1967)

Thuswise to swerve, down would they fall, each one,
Like drops of rain, through the unbottomed void;
And then collisions ne'er could be nor blows

Among the primal elements; and thus

Nature would never have created aught.

Transl.: William Ellery Leonard. E. P. Dutton. 1916
Lucretius, De Rerum Natura, BOOKII, line 216 (tufts.edu)
48 Alphabet fiir Liége. 13 musical pictures for soloists and duos (vocal, all with electroacoustic instruments). A complete performance
takes about four hours. The Indian Songs are a part of Alphabet for Liége, and some of them were published separately.

49 Henri Pousseur (1929-2009) was a regular participant at the Ferienkurse fiir Neue Musik in Darmstadt and the Donaueschingen
Festival from 1952. In 1957 he worked with Luciano Berio and Bruno Maderna at the Studio di Fonologia Musicale in Milan and
later with Stockhausen at the Studio for Electronic Music in Cologne. In 1958 he founded the Studio de musique électronique Apelac
in Brussels. From 1970 he taught at the University of Liége, where he founded the Centre de Recherches et de Formation Musicales
de Wallonie (CRFMW; since 2010: Centre Henri Pousseur) with Pierre Bartholomée and Philippe Boesmans. In 1975 he became
director of the Liége Conservatory of Music (the Liége Conservatoire). From 1985-87, he directed the Institut de pédagogie
musicale in Paris to pave the way for the reform of music education in France. From 1994-99 he was composer-in-residence at the
Catholic University of Leuven. Around 2000, expanding his musical thinking, he became preoccupied with the connection between
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and the harmony theory he developed, L'apothéose de Rameau (Essai sur la question harmonique) (1968;
Engl. 1987). Thirty years after Hindemith, Pousseur starts from n theory of acoustic dissonance that builds
networks of related thirds and fifths into which music from the environment can be brought, projected into,
and alienated. Couleurs croisés, on the other hand, is based on an inverted principle of variation that starts
at the fringes and only at the end does the quotation appear.

Whether this directly encouraged me to compose Beginner's Mind (1975), that iswhere I got the courage
to compose such tonal music, I do not remember now. It certainly has to do with Socrate by Satie, which I
then got to know through Cage. Beginner's Mind is in fact a regression, also a psychological regression; I was
in a crisis at the time and had the feeling that I could no longer go forward, but that one had to lean back
very far and also go deep historically. To write a piece on secure terrain like an archaeologist, where, in
reality,not a note is mine: that already began with the Gregorian chant in Gelassenheit (for alto with
portative organ and two guitars, Meister Eckhart, 1975). Today I sometimes do not understand the primal
impulse of how I came to such an attitude. After all, the WDR had a wonderful series on non-European music,
and I was very impressed by Japan. Last but not least, this simplicity [ was striving for then also had to do
with the fact that I understood how limited the circle of Neue Musik is. And | wanted to find out whether it
was possible to write something with such simplicity and, if possible, lightness in the new music scene.

The immediate trigger for Beginner's Mind was Drew Lesso, who always brought clove cigarettes from
Java and I took two puffs of them, but I was not used to that at all. [ never took anything like that. And I sat
down at the piano and started improvising and Drew recorded it on MusiCassette. At that time [ was reading
Harry Goldschmidt's Schubert biography and I looked a lot like Schubert, and then I saw the piano keys
coming at me in undulating movements - and somehow it became the prelude to Beginner's Mind. So, it
sprang forth from intoxication, the result of which was recorded and which I subsequently transcribed like
an ethnologist. Leave the old is the name of the first part. The titles for the prologue with the Five Moments
from Schubert's Life (Rossini's Entry into Vienna, The Dangerous Friend, The Great Upper Austrian Journey,
Renewed Outbreak of Illlness, No Answer from Weimar) came later.

I learned a lot at that time from Stockhausen's Mantra (for two pianos and electronics, 1969-70),
namely how to compress or dilate a figure. Keith Jarrett's "K6ln Concert" also impressed me at that time.
And Aloys Kontarsky, reading the score of Beginner's Mind, rightly asked, "What is the point of learning the
old and leaving it to do the new and then coming back to what was before?" If [an Pace had not demanded
that the whole Beginner's Mind cycle be recorded on CD, I would never have thought of it (CD 2003; recorded
2000 in Wantage, Oxfordshire). At that time, when Herbert Henck played the complete cycle at his home
before the premiere (14 July 1976), some were bored. As a result, I agreed to all the cuts Herbert wanted
for the LP with the piece, which was released in 1978. Today I still think that the fourth part Prepare the
New, which is about preparing for the song, should not be played or only played at home when the player is
preparing for the song he is then to sing or hum. This fourth part is superfluous, a similar case to the ending
in Akkordarbeit.

But all this does not answer your question about tonality and how I came to this language. I simply also
wanted to represent musical processes in an insightful way, where there is so much time that one can
understand the change of a moment.

That is, one can hear the individual parts so that the compositional process can be experienced?

Yes, [ probably wanted something like comprehensibility even back then. I was overloaded with literary-
theoretical preliminary considerations, with attempts of a theoretical, not even tonal kind, and I had to try
them out at some point. [ did not want this regression, which also resulted, but a comprehensibility for the
listener that did not condescend and was n'ot bound to any historical progressions like the sonata form or
the like. [ started out, so to speak, from a scientific research programme that was about a comprehensibility
in which every historically-comprehensible gesture was to be avoided.

The formation of the form was experimental and has to do with the principle of metamorphosis. That
something tonally reactionary came out of it, I simply did not want to see at that time. That was perhaps

sound and image (Paysages planétaires). In addition to some 150 compositions, Pousseur wrote Fragments Théorique I: sur la
musique expérimentale (Brussels 1970), Schumann le Poéte: 25 moments d'une lecture de Dichterliebe (Paris 1993), and Musiques
croisées (Paris 1997), among others. He found aspects of his own "network theory" realised in Rameau's harmonic theory, which
he recorded in the music-theoretical paper L’Apothéose de Rameau in 1968 (check L'a vs. L'A).
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similar to the late Cornelius Cardew®° (1936-1981), who was completely blinded politically and taken in by
a world that no longer had anything to do with new music. So I firmly believed in a therapeutic activity and
thought that music could do something, have a changing effect on psychological attitudes. Through
Beginner's Mind (1975) I wanted to move people somehow, towards a catharsis or something.

But you have chosen the association with Neue Musik after all ..

Well, back then I also composed movements, postures, turns, sing-alongs, and such, which I took from
Higher Consciousness books and formalised a bit. Stockhausen's Mantra (1969-70) further encouraged me
in this; at that time one was allowed to do such things; unconventionality was desired. And Stimmung (for
six voices and microphones, 1968) also builds on a very beautiful tonal chord, nature ...

Through Stockhausen's Indian Songs (Poems, Sayings and Prayers of North American Indians, 1972),
the allusory use of material from foreign cultures appeared to be condoned. Through Telemusik (1966) and
Hymnen (1966/67; rev. 1969), one felt legitimised to use music that already existed, etc. This is not
"postmodern”, either. Only through these "pieces of recognition”, through known material, can one follow
the transformation process in Stockhausen's Hymnen.

[ was interested very early on in the fact that music is not mere ornamentation. If you have no relation
at all to something recognisable and the unrecognisable is too far off in the distance, but if only everything
shimmering and diffuse is allowed, then you have an artistic enjoyment, but no more, I mean everything can
be "full" as with Brian Ferneyhough, but you achieve no more than a good improvisation. That is, I tried and
try to do something different that should be somehow comprehensible.

Did you also try something beyond the Orgon projects and In Understanding Music... back then?

Yes, at STEIM [Studio for Electro Instrumental Music| in Amsterdam, Einer ist keiner was written for seven
instruments and live electronics (1972), which is a realisation of the Utrecht experience. There was also a
tape recording with sounds of breaking glass, similar to the glass pane that Hugh Davies' in Stockhausen's
Alphabet fiir Liége had sounded with transducers through the Voltage Control System until the vibrations
caused it to break. Rob van den Poel wanted to build a live-electronic circuit with me for Einer ist keiner, to
be able to represent interpersonal tensions sonically through degrees of dissonance/consonance. Bernhard
Hansen from NDR was also there and wanted to support the project. These were lengthy negotiations and
in the end it failed because the NDR did not want to cover the costs for the live electronics.

I also got into Erik H. Erikson's theoretical approach, Identity and the Life Cycle (1966) - Building the
Stages of Human Development. That belongs to the Stranded Projects series. But what was the question now?

Did Utrecht have any consequences for your later compositions, or did that end in 19747

At Colgate University in Hamilton, New York, I then took the summer course in electronic music in 1974 and
educated myself further, and I tried to help Laske to be heard in Germany. Then came the series of works
Vom Nutzen des Lassens (Meister Eckhart, 1981-84), which also included the piano trio Ephemer (1981),
which had actually been composed beforehand and in which I used this Cage quote Heaven & Earth as a
motto. In order to make the contrast between heaven and earth plausible, I had an arco and a harmonic
produced at the same time, for which a player needs three fingerings. Ephemer also marks the beginning of

50 Cornelius Cardew (1936—1981) studied cello and piano at the Royal Academy of Music in London from 1953—57 and composition
with Howard Ferguson. In 1957 he studied electronic music with Gottfried Michael Koenig in Cologne. There, as Stockhausen's
assistant, he was involved in the composition of Carré (for four orchestras and four choirs, 1959/60), and in 1958 he acted as
répétiteur for the European premiere of Cage's Piano Concerto. Cardew returned to England in 1961. In 1966 he joined the London
improvisation ensemble AMM, of which he was a member until 1971. The Scratch Orchestra, which he had founded with Howard
Skempton and Michael Parsons in 1968, continued until 1972: composers, professional musicians, visual artists, actors and
amateurs performed music together. Beginning in 1974, Cardew, who founded a song class at Goldsmiths College in London in
1975, wrote numerous political songs, including for performances by the Maoist Peoples Liberation Group. Increasingly convinced
that music had to become a means of revolutionary politics, he became involved with John Tilbury in demonstrations, supporting
striking workers and, as a fellow in Berlin, the fight for a children's clinic at Haus Bethanien, for which he composed Bethanien Song.
His central compositions are Treatise (variable instrumentation, 1963—67) and The Great Learning for organ, mixed choir, melody
and percussion instruments, and unconventional sound generators (1970).
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the use of paradoxes, by which I mean the idea of representing paradoxical states through paradoxical ways
of playing, as I did in the string trio Distentio (1992) or in Geduld und Gelegenheit for cello and piano
(1987/89). This received its first impetus in Ephemer through the Cage quote and the paradox that heaven
and earth must be held together.

Some research into the heaven-earth dichotomy in the symbolism of the harp of various cultures played
arole. I undertook this research at that time with the harpist Gabriele Emde, when I composed Cloud Places
(for harp and voice, Meister Eckhart, 1980), and it came out that heaven and earth are always connected
with the numbers three and four in the most diverse cultures. In African cultures there is a harp that is bent
like a ship, with left and right sides presenting the three and four, so mythological and symbolic things play
into it. Then came the project Island Music, where I made recordings partly on behalf of the WDR of four
island cultures - in the Siwa oasis in Egypt; in an Indian reservation in Browning, Montana; in a black ghetto
in the middle of the city of Pittsburgh; and in the "hinterland" of Fiirth; in the city of Pittsburgh, by the way,
Laske, who was in Europe, made his apartment available to me. 5!

When my girlfriend at the time, Carol, the photographer, was blithely traveling the world and did not
let me hear from her for weeks, my inner cosmos got confused and I hardly ever got around to composing.
This also gave rise to the idea of Lokale Musik, the reference back to my childhood and the idea of "innocence
not lost". So this was also born out of existential fears — not so much because of Cage and certainly not out
of a ponderous, Franconian/neo-fascist folk music. It was like an outstretched hand in the chaos - the
assumption that something could be found in childhood after all.

What do you think about Lachenmann, who tried something similar at the same time? He spoke of lost magic

His choral piece Consolations goes back to an ancient text, the Wessobrunn Prayer - that is also a stretch,
but he did use very advanced techniques; it does stand out. To me, it is more comparable to the story of the
prodigal son found in the Bible and the ideas Cage practiced in the New England Chorales (44 Harmonies
from Apartment House 1776, 1976) of filtering out the aggressive tendencies and retaining the ethereal
sides. This is another kind of return to the origin.

Very problematic for my music was the suggestion of Josef Hausler from the then-Siidwestfunk Baden-
Baden and Cristébal Halffter, who called me a few weeks before the beginning of the Donaueschinger
Musiktage 1980, because they needed an orchestral piece after another composer's piece had failed. They
had the idea of taking ten minutes out of the Lokale Musik, the Ldndler Topographien (1978/79), which alone
is already forty minutes long, and performing it individually. I replied that the only thing I could imagine
would be to take the first ten minutes. Yes, but they had already been premiered at the WDR. Then I let
myself be persuaded to perform the third and last part. But what I did not know was that Lachenmann's
Tanzsuite mit Deutschlandlied (1979/80) was also on the program. First came my piece, then Gestalt for
orchestra by Peter Michael Hamel, and finally the Tanzsuite mit Deutschlandlied. My euphorically tuned and
filigree music could not have been destroyed any better.

If this is the music of a prodigal son, did he come from the USA? Or asked differently, on which Lokale Musik,
on which collecting activity is the Landler Topographien (1978/79) based?

After collecting in Pittsburgh, Montana in the Indian reservation, I then had the idea to collect in my home
in the hinterland of Fiirth. That was the place of collection.

I was in the U.S. almost every year, always in the summer for two or three months. That was a great
time in Chicago and at Big Star Lake in Michigan. Around that time, [ also wrote the essay Continental Divide.
A Story about Driving Away and about the Relationship of Landscape and Emotion (13-16 August 1976)5%, a
kind of diary with impressions of the journey from the east to the west of the USA.

51 http:[{begmner press. de[schrlften wrltmgs[msel musﬂ([

http: be inner-press.de schrlften writings/grastanz

52 in: Insel Musik, Cologne Beginner Press 1981, pp. 156 -165.
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What was the reason for going there?

First, in 1974, the studies at Colgate, then the relationship with Carol, whom I had met in Cologne during
the 1974 carnival. We worked together on Desert Plants (1976) and at that time [ was seriously considering
emigrating to the USA.

Was this an escape from Germany or an attraction to the USA?

Well, first and foremost the relationship with Carol, but then I was drawn back to Europe in the end. I
wonder how you did that back then.

That was just the job, nothing special behind it ...

But was it so easy for you to go from England to Australia?

Yes, very simple ...

You had the language, which stayed the same. Did you ever regret going to Australia?

No, because I am always happy when I come back, especially to Cologne ... However, in Cologne I notice how
close people have become. Even if they do not live in the past, they still remember the past sentimentally. "Oh,
the good old days ...": I do not want that!

That has become quite clear to me: If I lived in Germany, the Stockhausen devotees would demand
something of me, and on the other hand, the Ferneyhough devotees, if they exist, would want something. But in
Australia, from a distance, I can decide quite freely what I do and what I do not do. I have a freedom there that
I would hardly have here. So I can visit Brian at any time ...

Brian Ferneyhough I do not let fade out of my consciousness. I liked his opera Shadowtime (1999/2004)
musically very much ...

... yes, theatrically, of course not ...

The production of the premiere in Munich in 2004 was weak anyway, theatrically the piece has the problem
of length and this self-indulgence; this is perhaps due to the libretto by Charles Bernstein, which is a bit too
ambitious. By the way, there was once trouble with Ferneyhough in connection with a survey by Reinhard
Oehlschlagel, which in my view should not have been published under any circumstances ... In the presence
of Oehlschlagel, I answered the question "What do you think of Darmstadt?" on a beer mat, stupidly writing
"Ferneyhough-ab" ["down with Ferneyhough"] on it, which could soon be read in MusikTexte. This hurt
Ferneyhough, who was in San Diego at the time, very much and I also apologised to him. That must have
been in 1990, and at that time there was this Feldman-versus-Ferneyhough club; people performed like two
football clubs, sponsored by the complexists versus the minimalists, or something like that.

In 1988, I also gave a lecture at Darmstadt, which I did not give. It was always so terribly hot there in
the summer, and I knew of a destination pub to which one had to drive for about twenty minutes. We sat
then in Hundertmorgen under cherry trees at a giant table with cider and cheese. I had with me the book
Das Recht auf Faulheit: Widerlegung des "Rechts auf Arbeit"” (1887) by Paul Lafargue, Karl Marx's son-in-law.
Heinz-Klaus Metzger read it in French and I read it in German, while Teodoro Anzellotti played some
accordion sounds along with it. At the same time, in Darmstadst, at the lectern of the lecture hall, there was
a T-shirt on which Haydn's song Lob der Faulheit (on a text by Gotthold Ephraim Lessing, Hob. XXVIa:22)
was printed. Daniel Wolf stood in front of it and said: "Walter Zimmermann lets you know that he is giving
his lecture in the countryside. You will find his place if you follow Bundesstrafie .." The event in
Hundertmorgen was a huge success, but Ferneyhough, who did not go, was mad about it. [ had thus cheated
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the dominance of the aesthetic schools; two years later came the thing with the beer mat, which today I
consider too brazen, but [ was a provocateur!

Were there influences from the other arts, from Joseph Beuys, for example?

We talked about Michael von Biel yesterday. - Joseph Beuys: the fate of a man who copes with his trauma
by surrounding himself with or holding on to the materials that had saved his life. We know that he was
shot down as a pilot, as a Stuka pilot>® in World War 11, and Ukrainian peasants treated his frostbite by
rubbing him with grease and wrapping him in felt. And this is reflected in this Fluxus aspect, that he
wrapped a concert grand piano in felt, as well as in this shaman-like aspect, that he uses a sign language that
he invented himself, as if it came from an archaic culture. All this has to do with his immediate past; he was
also attacked because he seemed to process exclusively his salvation, but not fascism. I did not like his
demeanour then, this missionary zealous side that reminded me of Stockhausen. I saw him more as a
cultural phenomenon.

In general, I was very interested in exhibitions. I was particularly fascinated by the abstract
expressionists, especially Mark Rothko, although incidentally I also got to know Feldman's Rothko Chapel
(1971) quite early on, and Barnett Newman, whose writings I found more interesting than his art.

Later I became acquainted with the paintings of Brice Marden. I adopted the title "Cold Mountain",
which he gave to a series of his paintings, for my series of works Shadows of Cold Mountain (1993; 1995;
1997), dealing with the paradox that the continuum of painting in music is very difficult to establish, because
the key mechanics of wind instruments are not designed for a continuous change of sound. An artist I also
appreciate very much is Robert Ryman, who paints solid-white pictures.

Parallel to the allure that French music exerted on you, was there a parallel or analogue to it in French art?

Do you mean Impressionism or later times? No, that would be too far-fetched, but I find Cézanne's essays
fantastic. I have been with a draftswoman for 16 or 17 years now, and there are constant conversations
about fine art, too. At the MoMA exhibition in the New National Gallery in 2004, | saw paintings by Pierre
Bonnard (1867-1947), which are fantastic. The colour schemes of the Impressionists, especially the late
ones, made an enormous impression on me, but that did not flow into my music. It comes more from
linguistic, intellectual constructs.

What was the chronology of your time in the USA? Did you first come there as an ethnologist?

No, first to study at Colgate University in Hamilton, New York in 1974, then it was with Desert Plants, which
was published in 1976, and immediately afterwards came the ethnomusicological research.

Is there a connection between Colgate University and Desert Plants? Did you become more aware of American
composers during your Colgate time?

Probably. I already knew Cage personally from Cologne; I knew Feldman's music from Nuremberg, when
the ars-nova-ensemble played Viola in My Life. I also knew Frederic Rzewski from the musica viva series in
Nuremberg's Meistersingerhalle. What [ had never seen before: the performers all sat on the floor with blue
jeans and giant holes in them; Richard Teitelbaum>* crawled across the stage making slurping noises. Then
came an incredibly loud piece by Rzewski, an electronic chirping piece: Zoologischer Garten (1965). This
concert came from another world and was my first encounter with American music. I also attended concerts

53 Stuka = dive bomber.

54 Richard Teitelbaum, born in New York City in 1939 and died in upstate New York in 2020, studied with Allen Forte and Mel Powell
and deepened his studies in Italy in the mid-1960s with Luigi Nono and Goffredo Petrassi. In Rome, he was one of the co-founders
of the ensemble Musica Elettronica Viva (with Alvin Curran and Frederic Rzewski). He has collaborated with Anthony Braxton and
George Lewis, with Nam June Paik, Joan Jonas, Karl Berger, Dave Holland, Andrew Cyrille, and Leroy Jenkins. Teitelbaum became
particularly known for his live electronic music and synthesizer playing. He was also involved with "world music" and the use of
Japanese, Indian, and European musical instruments and notation systems. Teitelbaum taught at Bard College in New York state.
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organised by the composer Josef Anton Riedl5® in Munich, which were sometimes given in Nuremberg.
There I also heard music by Cage and Feldman, for example Cage's piece HPSCHD [Harpsichord] (for
electrically amplified harpsichords and tapes, 1967/69). In the Amerika-Haus in Nuremberg, where, by the
way, as a nine-year-old I experienced the then-already very elderly pianist Wilhelm Backhaus, I also
borrowed records of American music early on and recorded them onto tapes, which are still lying in some
corner today.

4 Darmstadt - Cologne

To come back to Darmstadt: You were there for the first time in 19697
The composition Music for a House by Stockhausen dates from that time, I think.

No, that was 1968. John McGuire was there in 1968. But Stockhausen's "Aus den sieben Tagen" (text score,
1968) was premiered in 1969.

So I was there for the first time in 1969, then it was the end of the Sieben Tagen. By the way, there is a photo
in Stockhausen's book where he is sitting in front and [ am among those spectators in the back of the Baar-
Sporthalle?.

Yes, I' a sitting there somewhere, too. Nicolaus A. Huber was also there. And then John Deathridge, who is now
a Wagner specialist at Cambridge. What do you remember about that?

I remember the fight with Globokar, who did not want his trombone sounds to be manipulated by
Stockhausen's controllers during the improvisations in Aus den sieben Tagen. Kurtag was also there at the
time; one of his song cycles was probably performed, the score of which was on display in the music shop;
Kurtag was not taken so seriously at the time. And then Ligeti's Continuum - 1 had to hear this piece about
ten times in an instrumental course. Ligeti sat there and listened to this little trifle with a smugness that was
unparalleled. And then two bells rang somewhere and he said, "Listen, this is how my piece is built!" This
vanitas could be observed even then.

Then this polarisation became clear in a panel discussion after the performance of Lachenmann's choral
piece Consolation (Consolation I for twelve voices and four percussionists, 1967; Consolation II for 16 mixed
voices, 1968). On one side sat Fritsch as Stockhausen apologist and on the other Lachenmann as Nono
apologist.

55 Josef Anton Riedl (1929-2016) studied at the Munich Musikhochschule after 1947. Influenced by Carl Orff, in whose music
percussion dominated, as well as by Edgard Vareése's lonisation, he initially concentrated as a composer on the rather neglected
instrumentation of percussion. After attending courses with Hermann Scherchen in Gravesano, hearing the first pieces of musique
concrete in Aix-en-Provence starting in 1951, and getting acquainted with Pierre Schaeffer, Riedl wrote a series of pieces for
concrete and electronic sounds in 1952 in makeshift studios he had set up himself. In these pieces, Riedl was the first composer in
the Federal Republic to anticipate an expansion of the material that only later became topical. In 1959, he became musical director
of the Siemens Studio for Electronic Music, established in Munich, which existed until 1966 and was equipped with a prototype of
a computer that enabled punched tape control of all parameters. In 1967 Riedl founded the ensemble "Music / Film / Slide / Light
Gallery". With series of events in Munich and Bonn, he strove from the beginning for unconventional forms of conveying new music,
taking on the functions of initiator and mediator, through which he defined himself as much as through his experimental music
now with the aid of visual media.

43



That was still 1969. Lachenmann asked, among other things: "Mr. Fritsch, with which finger do you control the
mixing console when you play Stockhausen's pieces Aus den sieben Tagen?"” And Johannes got all red and said
"With the smallest one!"” And the next day Stockhausen came with a sketch or a diagram, which he brought to
Lachenmann for explanation ...

Was that also the year Holliger played Plus Minus by Stockhausen and was pulled up from the ground after
the performance?

That was another time. Holliger premiered Discours by Globokar at that time.

One noticed the great conflict between Stockhausen and the others. Then in 1970 or 1972 came the
"revolution," the big vote on the future of the summer courses. Ernstalbrecht Stiebler was there, and I kept
my hat on to collect the votes.

I was no longer there.

Frisius, the Stockhausen specialist, was already bustling about at that time. And I enjoyed being there as a
stranger. At that time, I showed Globokar my piece Gliss for five trombones (1970), which was essentially
based on effects Berio used - singing and playing, so Globokar certainly could not find anything new in it.
And then there was that primal scene with Nicolaus A. Huber and my piece As a Wife Has a Cow.
Seismography of a Text by Gertrude Stein for piano four hands (1970). It begins with a major third. We sat
next to each other on the bus to Frankfurt for the world premiere of Lachenmann's Air. Music for large
orchestra with percussion solo (1968/69), with Michael Ranta®® playing the percussion part. So Huber
opened the score, saw this single third, shook his head, and said, "That won't do!" We then had a long
discussion about this third, about which he was so horrified that he could hardly look at more than the first
page!

Then Momente (for solo soprano, four mixed choirs, and 13 instrumentalists, 1961/62—72) by
Stockhausen - was it this piece that was at least discussed at Darmstadt? That impressed me enormously.

At least not in 1969. What was your attitude towards electronic music at that time?

Gesang der Jiinglinge (1955) [ admired deeply, [ owned the record; that was a tremendously poetic piece for
me. Kontakte (1958-60) was also on this record. | had acquired a score of the latter in Darmstadt. [ was
thrilled by how this transcription of electronic music worked and that it suggested a certain closeness to
instrumental music. Then also Hymnen (1966/67; rev. 1969), which already impressed me, also Carré
(1958/59) and Gruppen (1955-57) - but this is no longer electronic music. I got to know Gottfried Michael
Koenig®” only later in Utrecht, where I studied in 1972-73.

I was also fascinated by the music to a silent film fragment by Eisenstein, ;Que viva México! - a
completely asyntactic score by Josef Anton Riedl, which does not underline the dramaturgy of the film, but
rather ignores it.

Then I heard Harakiri for small orchestra and tape (1971) by Nicolaus A. Huber - there was a scandal
of some sort surrounding that piece - and Aion for four-channel tape and smells (1968/72). Aion impressed
me very much, especially these tremendous lengths where simply nothing happens, this provocative aspect.

56 Michael W. Ranta, born 1942 in Duluth, Minnesota, composer and percussionist, studied composition with Lejaren Hiller and
Herbert Briin at the University of Illinois at Urbana-Champaign from 1960-67. In 1964-65 he was also an assistant to Harry Partch.
From 1967-70 he lived in Cologne, working with Kagel, Lachenmann, and Josef Anton Riedl, among others. As a member of the
Stockhausen Ensemble, Ranta participated in the 1970 World's Fair in Osaka. In 1971 he worked in the electronic studio of NHK.
From 1973-79 he lived and taught in Taiwan. Since 1979, composer and percussionist in Cologne.

57 Gottfried Michael Koenig, born 1926 in Madgeburg, composer, studied in Braunschweig, Detmold, and Cologne. From 1954-64 he
worked in the Studio for Electronic Music of the NWDR (later: WDR) in Cologne, collaborated with Stockhausen, among others, and
held teaching positions at the Cologne Musikhochschule. From 1964-86 he was artistic director of the Studio for Electronic Music
(later: Institute for Sonology) at Utrecht University. Koenig developed computer programmes for compositional strategies, and
wrote electronic and instrumental compositions. His collected writings were published by Pfau-Verlag from 1991 to 2007
(Aesthetic Practice. Texts on Music, vols. 1-6).
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... Wwhich already exists in Versuch Uber Sprache (for 16 solo voices, Chinese cymbal, Hammond organ, double
bass, and two-channel tape on texts by Alkaios, Johann Wolfgang Goethe, Friedrich Hélderlin, and Karl Marx,
1969).

I was interested in it: Why is this sound now in the room and why des it hurt quite a bit? I then used
something similar in Akkordarbeit (1971), such a long drone. Electronic music; I found it mysterious, but
also unapproachable. Then the musique concrete of Pierre Henry, the Variations pour une porte et un soupir
(1963)58 - 1 found that piece odd and strange. I then also studied computer music and realised that it was
somehow not my world. I made one sound at Colgate University that has stuck - it appears thirty years later
in Cause & Prejudice for horn, violin, cello, piano, percussion, and tape (1993/94).

Whereas in Einer ist keiner for seven instruments (1972) you have live electronics.

Yes, but unfortunately this did not work. The system of mapping interval voltages via voltage control to the
modulation of the sounds could not be built. The NDR did not give money to realise it at STEIM (Studio for
Electro-Instrumental Music) in Amsterdam.

But then what did you think of Stockhausen's live electronics, the live instrumental electronics without short-
wave radios or something - not so much the pieces, but the
practice itself. Were you interested in that or not?

With Stockhausen, [ found the idea plausible and quite wonderful, too - capturing sounds directly from the
cosmos, transforming them and using them through instrumentalists. And I loved this electronic piece that
Stockhausen composed for Japan and Péter E6tvos wrote into pure form - Telemusik (1966). It has
something hermetic, magical ...

Telemusik is perfect!

Live electronics - at that time [ found what York Hoéller was doing in Cologne and what was coming over
from France rather dull and boring. I think much later there were more interesting developments that I
failed to follow closely. I am not the type for electronics - I prefer the intellectual work at the desk. For live
electronics you need a certain sensuality and spontaneity, to be able to make decisions in real time.
Empiricism and the influence of the moment are important there - and that is what [ was afraid of. The fact
that I prefer to act out of a calculation at my desk also shows my limitations! Spontaneity - things you lack
- you replace with construction. John McGuire> is an electronic music composer and his works are
consistently constructivist; there is not an ounce of freedom there. But we are talking about live electronics
- you have to be able to let things happen or make them happen.

58 Pierre Henry (1927-2017) is considered, alongside Pierre Schaeffer, one of the founders of musique concréte and a pioneer of
electronic music in France. His teachers included Olivier Messiaen (harmony), Félix Passerone (percussion and piano), and Nadia
Boulanger (composition). From1950-58 Henry worked in the Studio d'essai des (de 1a?) Groupe de Recherche de Musique Concrete
(GRMC), founded by Schaeffer, which was part of the French Broadcasting Corporation. With Jean Baronnet, Henry then opened
the first private studio of electroacoustic music in France in 1960. With Schaeffer, he composed Symphonie pour un homme seul
(with voices, noises, and instrumental sounds, 1950). From 1952 Henry also composed for film and ballet, including for Maurice
Béjart. He first turned to rock music with the movement Psyché Rock from Messe pour le temps présent (1967). Later, Henry was
also considered an influence on techno.

59 John McGuire, born in California in 1942, studied at the University of California, Berkeley (with Ingolf Dahl and Seymour Shifrin),
attended courses with Krzysztof Penderecki in Essen from 1966-68, with Stockhausen in Cologne in 1967, and with Gottfried
Michael Koenig at the Institute for Sonology in Utrecht in 1970-71. From 1972-75 he was the pianist of the Saarbriicken Radio
Symphony Orchestra. Stockhausen's "how time passes” in its macro-micro relatedness was the trigger for his strictly constructivist
composing. His music is created in lengthy processes of constructing rhythmic pulse proportions that interpenetrate from the
macro to the micro level. The pulse layers, which are newly combined into tone cells in each section, experience their manifold
reinterpretations in analogous tempo proportions. The title Pulse Music points to this kaleidoscope of interpenetration. A kind of
highly complex minimal music emerges.
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You took the radio play course with Kagel back then. Were you interested in radio plays before that?

Yes, [ had made Hier wohnt Krappmann (1970) with Godehard Schramm for the Bayerischer Rundfunk in
Nuremberg - I edited noise catalogues from the radio archive into collages. The Orgon project (1974), which
exists only as an exposé for a performance, was then joined by these catharsis strategies that I developed
from studying Wilhelm Reich texts, brain-wave-biofeedback experiments, and so on. So, I had already
started working with radio plays. In Hier wohnt Krappmann, however, there was far too much text; the poet
should have his say ...

With Kagel it was once again an extension of the radio play as a medium. Frederic Rzewski, Luc Ferrari
60, and Kagel conducted the radio play course; Rzewski conducted "outside", Ferrari "inside outside" and
Kagel "inside". That means only in the studio, only plein air, or both. I then contacted Kagel.

I had then developed such reaction games where one sits in one studio and the other, who sits in
another studio, reacts to it or to something from a third source. You can continue to play this with partners
in the third, fourth, fifth, and sixth room. This created a problem that was insurmountable: we were a
collective of six people who were supposed to work together on a radio play. But Kagel was also still there
and interested in using the studio at the same time to produce his own radio plays. While we were doing
something in the studio, he was rehearsing pieces in the morning that he wanted to record in the afternoon
or evening. So, he had Tactil (for two guitarists and a pianist, 1970), for which the piano has to be prepared,
and I came there at noon and wanted to use the piano ...

Oh, here is the score of Nothing but for piano, celesta, harpsichord, and electronic organ from 1969 -
this is my first piece with Werner Heider. Before the time with Heider I had written a string quartet of about
twenty minutes entitled Parabel (1966).

The earliest of your pieces whose score I have is As a Wife Has a Cow. A Love Story. Seismography of a Text
by Gertrude Stein for piano four hands (1970).

As a Wife Has a Cow is my opus 1 in that it is the first piece of mine to be performed in public; I played it
with a schoolmate in a concert at BR's Nuremberg studio and that was later even broadcast on Bayerischer
Rundfunk.

We spoke of the radio plays last time.

Yes, so the grand piano in the studio. During the lunch break, I removed the cloth and played the piano.
Kagel threw a tantrum and withdrew, sulking; two days later I confessed that it was me, but from a
pedagogical point of view it was counterproductive from then on. Then there was an attempt with
Stockhausen - with his student Claude Vivier, I visited him in Kiirten and said I wanted to listen in on the
lessons because I did not really know yet with whom [ wanted to study. [ mean, I said it that way in that
openness. Then [ met Stockhausen a few days later at a concert by Nicolaus A. Huber in the still-unfinished
building of the Romisches Museum and sat down next to him, or he sat down next to me: "Well, have you
thought it over in the meantime?" Then I answered again quite directly, "Yes, I want to go to Pousseur in
Liége." Instinctively, I felt that [ could appreciate him longer if I did not go through his school; I believed that
it was better to admire these great people from a distance ... Except for the pianist Ernst Groschel, I therefore
never had a teacher; I always needed a certain distance - it was the same with Feldman.

In the earlier Cologne years, how did you relate to the various groups, to the Feedback Studio, for example?

60 Luc Ferrari (1929-2005), a major representative of musique concrete after Pierre Henry, was best known as the author of radio
plays and music forradio plays, and of portrait films (with Gérard Patris) about Messiaen, Stockhausen, and Varese, as well as
Hermann Scherchen and Cecil Taylor. He had to interrupt his studies with Alfred Cortot and Arthur Honegger as a result of
tuberculosis in 1950. In 1953 he visited Edgard Varése in New York and a little later took analysis courses with Olivier Messiaen in
Paris. From 1954-58 he participated in the International Summer Courses in Darmstadt. In 1958 he founded the Groupe de
Recherches Musicales (GRM) with Pierre Schaeffer and Frangois-Bernard Mache. Different artistic views led to their separation in
1966: while Schaeffer demanded an abstract and typifying sound work, Ferrari incorporated recognisable environmental sounds
into his music (musique anecdotique). He recorded natural processes, such as the sound of the sea, and left them in their raw state
in a kind of "cinéma vérité." This withdrawal of the compositional subject alienated him from the eager musical avant-garde. He
was no longer noticed within French academic circles.
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At Feedback, I regularly attended these backhouse events. Rolf Gehlhaar was still there and David Johnson.
Gehlhaar was later together with Nouritza Matossian and I lost contact with him. I always liked the activity
and fine noble attitude of Johannes Fritsch (see FN 10). Then such a stupid competition arose through the
Beginner Studio, which was not my intent any way.

That was also much later.

Then in Utrecht [ met Gottfried Michael Koenig, who was charismatic enough, but who really fascinated me
was Otto E. Laske®!. The others, by the way, did not like him that much; he was considered too "brainy." But
I was captivated by these complicated semantic treatises; I needed this impenetrable reading fodder ...
That's where In Understanding Music the Sound Dies for 21 instrumentalists (1973/74) was written. So it
was not really about electronics during my time with Laske, either.

That reminds me: Under the influence of Nono, La fabbrica illuminata (1964), I made recordings of
sound worlds in various factories in Nuremberg in 1969 or 1970. For this purpose, | had borrowed a Nagra,
which is a high-quality recording device, from Bayerischer Rundfunk, which trained sound engineers in
Nuremberg. There I filled entire tapes and had a project in mind that corresponded to the zeitgeist of 1968,
but it was never realised.

Later my catharsis strategies also remained unrealised. There is only one concept, which is printed in
the text Insel Musik (1981) with these pick-ups and brainwave headbands - a reaction to my visit to the
Wilhelm Reich symposium in California, where Reich's daughter was also present, gave lectures, and
gathered a crowd of doctors around her to confirm the seriousness of her father's theories.

These crazy Americans with their Kirlian photography, in which the aura or the electrical voltage, which
for example emanates from body parts, the so-called corona, is photographically represented by a short-
term high voltage, by high voltages in fractions of a second. The surge of current produces an electrical
discharge in conductive objects. For example, one saw a spark, a red dot, which jumped when two people
kissed. Or a leaf was cut, photographed, and the aura or corona energy of the undivided leaf was on the
photograph. And there my girlfriend Carol and I also experienced this hideous mass meditation of 3000
people in a stadium like an amphitheatre. I have already told you about that.

When and how did you meet Clarence Barlow®??

61 Otto Ernst Laske, born in 1936, came to Bremen in 1945, received his first piano lessons there and began writing poetry at the age
of 13. He studied sociology in Gottingen, and from 1957 at the Institute for Social Research in Frankfurt/Main. In 1958 he turned
to philosophy, and also took musicology and English/American studies. In 1966 he received his doctorate with Theodor W. Adorno
on the dialectics of Plato and early Hegel (Munich 1966). Decisive for the development of his compositional theory as well as the
formulation of the so-called "cognitive musicology" (among others in Music, Memory and Thought, Ann Arbor 1977) became his
acquaintance with Gottfried Michael Koenig. From 1970-75, at Koenig's invitation, he worked at the Institute of Sonology in
Utrecht, where he also collaborated with Barry Truax. Influenced by computer-science studies, he then developed the foundations
of his "cognitive musicology": the attempt to transfer cognitive musical processes to musicological thinking. Cognitive psychology
looks at cognitive processes from the perspective of information processing: attention, learning, memory, acting, thinking, problem
solving, language, and perception. An example of this argument is Walter Zimmermann's In Understanding Music... (1974). In 1992
Laske turned to developmental and clinical psychology (Harvard University) and served as a clinical psychologist in Boston. He has
published poetry in German and English.

62 (Clarence Barlow, born in Calcutta in 1945, began playing the piano at an early age. From 1961-65 he pursued scientific studies in
Cologne, then from 1966-68 he worked in Calcutta as a music teacher and director of a madrigal choir and a youth string orchestra.
In 1968 he joined Bernd Alois Zimmermann's composition class in Cologne, and after Zimmermann's death studied with
Stockhausen until 1973. Barlow's first attempts to use the potential of the computer for musical purposes took place in 1971. In
1973, he explored North Indian chant. From 1975 Barlow lived permanently in Cologne as a freelance composer and employee of
the WDR (for which he wrote radio plays and other broadcasts). His long theoretical exploration of the phenomenon of tonality
culminated in the publication Bus Journey to Parametron, completed in 1980. Also in 1980, the hypercomplex piano piece
Cogluotobtisisletmesi (1975-79), composed on the basis of the theories formulated there, was premiered at Darmstadt. The
following years include periods of work in the major electronic studios of Europe (Utrecht, Stockholm, Paris, Amsterdam). In 1986
Barlow co-founded the Initiative Musik und Informatik Koéln (GIMIK). In 1990 he became artistic director of the Institute for
Sonology, now based in The Hague. He taught in the Music Department at the University of California, Santa Barbara from 2006-
19.
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I no longer know. He lived at Klingelptitz, near the former prison, there is only one house left. Did I not get
to know him through you, in your courses at the university?

No, I mean, you already knew him back then. But maybe it was the other way around and I got to know you
through Clarence?

Clarence Barlow is also hard to miss. I probably knew him through the concert series "Musik der
Gegenwart"? But when did you actually come to Cologne?

The end of 1973.

But there was also a connection between Barlow and the publisher Moeck. [ was once an editor there and
was allowed to evaluate dozens of scores ... | was able to get Barlow a job there; he did the fair copy of the
score of Akkordarbeit (1971) for me on behalf of the publisher, in which he deliberately left an error. Later,
when the publisher's chief editor saw the score of Einer ist keiner for seven instruments and live electronics
(1972), I was fired from Moeck.

You also once referred to this as the "self-destructive phase.”
In some circumstances, yes.
Clarence was interested in the computer at a very early stage. You once wrote this piece for harp...

This is Cloud Places for harp with voice (Meister Eckhart, 1980) and Clarence made this for me on his
computer. Since he is a mathematical genius, he helped me in such things. It is a single dance melody in
seven different speeds that he wrote on a kind of punch card so that I could take it and use it for the score.

Does it only apply to Cloud Placesor did you do it that way on other pieces as well?

Before that started with the magic square - that was much later - Klangfaden (for bass clarinet, harp, and
glockenspiel with Klingstein, 1983) was the first piece where I put the magic square at the forefront. Also
for the Léndler Topographien (for orchestra, 1978/79) 1 did quite a lot of calculating or counting. There was
this book Achttaktige Léndler aus Bayern (1977) by Felix Hoerburger®3, and in each case he entered exactly
at which note the axis of tonality tilts and how the melody behaves in relation to the harmony. These were
parameters for me from which I could derive three indices. Then I counted each note of the Landler exactly
and worked out three tables with a harmony index, a melody index, and a rhythm index. The index was in
turn a key for the instrumentation. This could have been done with a computer, but I calculated it all
manually. [ wrote this in the Beginner Studio during or between preparations for the concerts - it was like
office work, factual and de-emotionalised. In the morning, when I had rest, I sang the sound and assigned
certain instruments to the melodic cells, while writing it out was then just mechanical work.

I also thought of In Understanding Music the Sound Dies for 21 instrumentalists (1973/74), there is also
something like that, which points to these processes.

Yes, In Understanding Music... the impulse structure runs over a so-called flow chart, which I had learned
from Otto E. Laske. This flow chart gives the commands by which the music is moved in this or that direction.
Compared to the Lédndler Topographies, this is, so to speak, the opposite way, not an analysis of the melodic
parameters of the melody, but rather a production mechanism to assemble the music from its smallest
components.

63 Felix Hoerburger, born in Munich in 1916, studied musicology and ethnology there. In 1941 he received his doctorate on the music
of the African Ngoni, and in 1963 he graduated with a thesis on the dance and dance music of the Albanians in Kosovo and
Macedonia. From 1968 Hoerburger worked at the University of Regensburg as an ethnomusicologist in research and teaching (until
1976). Hoerburger died in Regensburg in 1997. He is considered the creator of the so-called "nordsiidneuhochschnubiglbaierischen
Mundart".
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So, the flow chart is a so-called virtual composition?

Yes; this knowledge comes from Laske. I used his mechanisms for producing computer music to compose a
piece in the conventional sense. Laske's "flow chart" programme was grist for generating my grammar, so
to speak, but I did not go all the way with Laske, just a route in reverse - along the lines of "I have lost the
cadence, | have to work it out again for each piece." Early on, I found the use of underlying formal principles
to be an antidote to spontaneous expressionism. But it is also a crutch because I cannot express myself any
other way. People sometimes dress it up and say that it is politically meant against expressionism, but today
I have to say that I envy composers like Wolfgang Rihm who do not need such crutches. Crutch art,
handicapped composing.

Iwonder whether it was even possible at that time to write pieces that were not interpreted by others politically
or "socially,” as they said at the time? Akkordarbeit for example, was certainly interpreted sociologically. Was
that often the case with your pieces?

I left this phase of a politically-oriented art very quickly. Einer ist keiner for seven instruments and live
electronics (1972) is already a bridge to psychologising; then came the confrontation with Wilhelm Reich
and still later with Zen Buddhism. I was always looking for ways out somewhere. There were also
biographical moments. My first wife separated from me. After that, that was in my first year in Cologne, my
whole life began to falter. Then came the confrontation with psychology and Wilhelm Reich. The premiere
of Akkordarbeit for piano, orchestra, and tape (1971) in Hanover in 1972, although scandalous, was a great
success, and I was considered a hope of Neue Musik, someone in whom people were willing to invest. But I
disappointed the hopes placed in me; I dealt counterproductively with the opportunities that were offered
to me. But that probably brought me closer to life in real terms.

What I really want to know was whether you ever found yourself in a development where other people
automatically judged your pieces sociologically or politically?

Orgon - so: In Understanding Music... (1973 /74) - was certainly the attempt, which I always liked so much
in the serialists, for example in the wonderful early piano pieces by Stockhausen, to begin something
without preconditions, to start from scratch, to carve out a language ex nihilo. I longed for that, but it was, I
must say in retrospect, an illusion. After that, [ worked a lot with universals and archetypes. I had a heated
discussion with Nicolaus A. Huber about these archetypes. The archetypes, as they were conveyed by C. G.
Jung, are an archaic and rather unhistorical space-time concept, which presupposes unlimitedness. How is
this supposed to go together with Marxism, which argues primarily in historical terms? Nicolaus A. Huber,
as a Marxist, saw it differently.

[ tried to arrive at phenomena that reach beyond a personal, subjective horizon without a study of
history. Therefore, I was interested in a music that does not belong to the individual, but is accessible to
several, possibly an ethnically-, regionally- or locally-bound music. Therefore, I studied some
ethnomusicology in Amsterdam, collecting and analysing material on the music of foreign peoples in order
to overcome these hypertrophic ego concepts of European music. This was political in that [ was also
concerned with a counter-position to the re-cultivation of the concept of genius. Of course, | made it
extremely difficult for myself with that, because I no longer fit into the concept of the still-dominant avant-
garde. These are the pioneers who ride into battle; and it was still about the individual composing hero.

With what [ wanted, [ was on the side of the losers from the beginning, because there was no echo for
it. I only found this echo when I got to know "experimental music" in the USA. There were concepts of self-
questioning ("questioning the ego"), for example in Cage, and strangely enough, at the same time, the
memory of or proximity to a music that somehow seems personal to me and yet is not an expression of an
individual style. Beyond the norms of the European avant-garde, [ discovered a more credible world of my
own in my encounters with American composers. It was through this listening around in the USA that I
discovered myself as a composer in the first place. This basically includes a certain lyricism, which I found
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in the naive pieces of Cage, in Feldman, and even in pieces by Christian Wolff.6* The political and the personal
are linked in a very strange way. You could say that with my music, with the discovery of my musical
language, I pointed out something that was taboo in the avant-garde - in this respect [ was involuntarily
political. The taboos included any music that had any folkloristic reference, however remote, while, in
contrast, late romantic gestures were permitted within the avant-garde. This has to do, among other things,
with their favouring of the Second Viennese School and their aversion to early Adorno, the Adorno of the
philosophy of new music, to Stravinsky, certainly also to the late bourgeois origin of late Romanticism.

One then often, for example Harry Halbreich®®, allowed only the worst possible association in relation
to my music and stopped listening until the folkloric source material dissolved. At the premiere of the Light
Dances, the Silent Dances and from Wolkenort from Lokale Musik in Darmstadt, there was even a brawl
between a student of the flutist Pierre-Yves Artaud and the jazz saxophonist John Tchicai. Some Frenchmen
loudly counted the beat with "un - deux - trois"; Harry Halbreich spoke of "neo-fascism". John Tchicai, who
left the next day, wrote a letter, which cannot be found in the International Music Institute in Darmstadyt, in
which he complained about the intolerance of the audience. Someone asked Halbreich not to keep shouting
the word "neo-fascist" and Halbreich replied, "If [ could, I would shout even louder." Cool, Lachenmann said
to me, "Don't love your enemies so much!" Basically, it was a success ... and all trial and error anyway, to get
away from the avant-garde or to counter it.

You mentioned Nicolaus A. Huber earlier. Who did you have back then to discuss your compositional and
aesthetic ideas?

Nicolaus A. Huber was ten years older; [ admired him, but there was also such a small sense of awe. In
Cologne, there was Clarence Barlow. Claude Vivier was too busy with his own projects. I could talk well with
John McGuire, although he had a very different aesthetic than I did; with Herbert Henck conditionally, but
neither liked Beginner's Mind (for singing pianist, 1975). It resulted in a certain strangeness. Wolfgang
Becker-Carstens, editor at WDR, was sympathetic to me, but a real confrontation only arose with
Ernstalbrecht Stiebler. [ had the best conversations with him; he was very calm and could listen well. At that
time, he was an editor at Hessischer Rundfunk, gave me assignments, and because of him and Stefan
Schiadler®s, I later even moved to Frankfurt am Main. [ left Cologne in 1985, and with it my partner, to move
to Berlin with another woman. After a year there, we separated again. Then I had a scholarship at the Villa
Massimo (1987). There I met my current wife Nanne Meyer and we then moved together to Frankfurt in
1988, where I knew Ernstabrecht Stiebler and Stefan Schadler.

Schadler had already made a radio broadcast about me in 1980 or 1981 and a deep friendship had
developed with him. He was a dramaturge at the Theater am Turm and gave me a lot of support there,

64 Christian Wolff, born in Nice in 1934 as the son of the Kafka publisher Kurt Wolff, came to New York in 1941, studied
classical philology at Harvard University from 1951 (doctorate in 1963). From 1971 he taught at Dartmouth College in Hanover,
New Hampshire, from 1976 as professor of music and classical philology. He began piano lessons with Grete Sultan in 1948. When
he showed her his first compositions in 1950, she recommended him to John Cage. Wolff also met Feldman, Earle Brown, David
Tudor, and Merce Cunningham at that time, as well as New York School painters such as Robert Rauschenberg, Mark Rothko, and
Philip Guston. (Wolff, incidentally, also gave Cage an edition of the I Ching that his father had published). In this period of awakening
after World War II, he said, people were striving for art forms that were independent from European norms and influences. In 1968
Wolff became acquainted with Cornelius Cardew in England, engaged in practices of improvisation, but also experienced a
politicisation during the Vietnam War. As a composer, he was preoccupied with the question of the extent to which the reactions of
performers to one another could become constitutive of a work, so-called "cueing.” His growing political awareness was then also
reflected in his compositions.

65 Harry Halbreich (1931-2016), music writer, studied in Geneva and Paris (with Arthur Honegger and Olivier Messiaen, among
others), taught in Mons, and was particularly concerned with 20th-century music. He advised Friedrich Hommel, director of the
International Summer Courses in Darmstadt, from1981-94, advocating musique spectrale, but also revered Anton Bruckner.

66 Stefan Schadler (1952-1994), was music dramaturge at the Theater am Turm in Frankfurt. There he built up a forum for Neue
Musik in an exemplary manner, held seminars, and gave concerts with Morton Feldman and John Cage while promoting composers
such as Chris Newman and Walter Zimmermann in a series of finely-made recordings. His pianistic abilities far exceeded those of
his friends and colleagues. After his TAT days, he continued his writing work. He had completed a major work on the cyclical in pop
music and a monograph on filmmaker Robert Bresson after studying sociology and musicology. His essays on new music show a
high degree of reflection in a language that can be measured against Adorno's, yet slightly at cross-purposes with the latter's
thinking. With discipline and relentlessness, he and Walter Zimmermann planned a John Cage festival in Frankfurt, a large-scale
project that was carried out against much opposition in 1992. The festival and the almanac Anarchic Harmony are Stefan's legacy.
His planned doctoral thesis Time and Chance with John Cage has unfortunately remained a fragment. (W. Z.)
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arranging commissions for me. Stefan reminded me a little of my childhood friend who had committed
suicide; unfortunately, he also died early, from AIDS in 1994. In Frankfurt I continued with Adorno and
Adorno criticism. A few weeks before John Cage's 80th birthday, which would have been on 5 September
1992, we organised the Anarchic Harmony Festival with the HR and the Alte Oper. Malicious tongues then
claimed that we had put too much strain on Cage and that was why he had died in the run-up to the festival,
which took place from 28 August to 30 September. He was touring at the time, and was also in Frankfurt
and in Perugia, among other places. He died immediately after his return from Europe in New York on 12
August 1992, as a result of a stroke.

Then, in 1993, [ received the professorship for composition at the Berlin University of the Arts. There I
have a small circle of friends, not only musicians, but also for example the philosopher Hannes Bohringer -
and my students; they are a real boon at the moment.

You also did an interview with Michael von Biel®” back then. Did you know him well?

Yes, he was a kind of cult figure for some people in Cologne. It was interesting that he studied first with
Morton Feldman and then with Stockhausen - in that order - and then he studied with Joseph Beuys. In
some ways he was perhaps further along than others; he did not appreciate the avant-garde so much, for
example, but on the other hand he lived in hotels, consumed drugs, etc. In the Beginner Studio he improvised
on the piano for nights on end. He could also draw; for his 70th birthday in 2007, a catalogue with his
drawings was published, as well as a CD with his music. There is a conversation with him that first appeared
in Feedback Papers. 68

He was such a peculiar person, he was influenced by the Fluxus world: He hovered over things with the
longing for a time that had passed and which he put into the picture in such a way that it seems like a
quotation. And these shadows, the blurring of the contours, where he then also became abstract again ... and
then these fine little drawings, where there is just such a stripe at the top.

Back in Cologne, sometimes a lady came by who was good friends with him and showed me things of his ...

Gisela Fischer? She drew archaeological finds and was somehow his muse. Dagmar von Biel, his wife, was
probably not. Or was it Irmgard Koch?

Yes, it was ...

I saw them the other day at a concert by John McGuire; it seemed to me like an "angel concert", a meeting in
heaven where we all met again ...

Fluxus, Beuys, Feldman, and Stockhausen - Michael von Biel had these four pillars, and that somehow
gave me the courage to be different. That is what drew me to Lokale Musik - the idea of giving this space a
transcendence, a sublimation. Then, of course, important for Lokale Musik, especially for the Zehn Frénkische
Tdinze for string quartet (1977), was Cage's String Quartet in Four Parts (1949-50) as well as Laske's "modal
logic." - Michael was basically a primordial romantic at the time and had this abysmal (depressive?) side as
well. In an interview he said he was related to William Blake. He radiated that as well. He was often dressed

67 Michael von Biel, born in Hamburg in 1937, completed a commercial apprenticeship in Canterbury after graduating from high
school, which he abandoned in 1956 to devote himself to self-taught attempts at composition, and then studied music at the
University of Toronto. Years of private lessons followed: Vienna (1958-60), New York (1960 with Morton Feldman), London
(1961-62 with Cornelius Cardew). In 1961 Biel first attended the courses of Stockhausen and David Tudor at the Darmstadt
Summer Courses; his Book for Three for two pianos and violin (1961) was awarded first prize there. Biel moved to Cologne in 1963
to work in the studio of the WDR. Continuing the Fluxus ideas, he created "performance music," happenings, and "world pieces" -
"concert actions" that focus attention on the performance situation. After a stay as composer-in-residence at the State University
of New York at Buffalo (1965-66), he again encountered Feldman in New York City. Biel became increasingly involved with drawing
(action drawings, stencil drawings, collages, and landscape depictions). Studies with Joseph Beuys at the Diisseldorf Art Academy
(1968-69) eventually led to a shift in his artistic activities. Since the mid-1970s, he has written only a few instrumental works at
irregular intervals, but also 19 Pieces for guitar, piano, glockenspiel, percussion, and synthesizer (1985). Michael von Biel has lived
in seclusion in Tiibingen since 2005.

68 Walter Zimmermann in conversation with Michael von Biel, in: Feedback Papers 1-10, Cologne 1971-1978,
pp. 315 -332. - Reprinted in: Walter Zimmermann: Insel Musik, Cologne: Beginner Press 1981, pp. 124 -133.
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in old fabrics, in a velvet coat, and somehow not of our time. And in his music there were these "silly
melodies” - a naiveté that impressed me in the midst of the Cologne new music hubbub.

Herbert Henck also took care of Michael and played his pieces as well. Herbert has this Janus-faced
quality - he played incredibly complicated things like the Sonata by Jean Barraqué and on the other hand
pieces by Frederic Mompou or Charles Koechlin.

The idea of "Beginner" -Beginner's Mind, Zen Mind - came through Dagmar von Biel, with whom [ had
Zen sessions, and through Shunryt Suzuki's book.®°By the way, the name "Rainbow Concerts", which took
place in the Beginner Studio, came from Michael von Biel and he also designed the cover of the record
Beginner's Mind. He was also friends with the rock band Can and its member Holger Czukay, respectively,
who had also played horn with Stockhausen.

David Johnson talked about ...

I had hardly any contact with Johnson, who was in the country with Mary Bauermeister; only now and then
they came and had a child with them. Where is he now?

He was then, I think, in an electronic studio in Switzerland ...

A good friend was John MacAlpine’?, a lovely and reliable New Zealander. Also Debbie, Deborah Richards,
who decades later - in 2000 - starred in my Wanda Landowska film. Then the group around Manfred Lexa.
Lexa is the guitarist whose arm was run over by a truck ... Then there was Guido Conen, drummer; he was
also the graphic designer of the Beginner Studio and wrote out the scores for Michael von Biel. And then
Reinhard Oehlschlagel, of course, with whom I often went to his wooden house in Finland and with whom I
argued so much - there [ drafted the essay Das Lokale ist das Universale.

In Rome I once photographed Scelsi when he visited Nanne in her studio, and I then showed these
pictures to Reinhard Oehlschlagel” and Gisela Gronemeyer and apparently also gave them a print. Years
later they asked me if they could publish it, and although I refused, they put the photo on the cover of a
Scelsi issue of MusikTexte and even credited me by name. That then led to the break ...

In our provocative phase, Stefan Schadler and I published several ads in Oehlschlagel's MusikTexte
signed SZ. And in one of these ads, I replaced the object, "the opera houses," with "IRCAM" in Boulez's
sentence "Blow up the opera houses!" because it had become an aesthetic centre of power. Then came the
Donaueschingen Festival and MusikTexte wanted to acquire an advertisement. Josef Hausler promptly
declared that he would not advertise in a magazine that called for assassinations ...

At one point John McGuire was completely broke and
SO was Feedback Studio, where John
McGuire published his stuff. But we absolutely needed scores of Frieze for Four Pianos (1969-74). At that
time, | wrote the programme Anton Bruckner and John McGuire for the WDR. A juxtaposition. There I went
to the printer and explained that I absolutely needed 20 copies of the score for this broadcast. Feedback
probably still has them today. We already had a somewhat anarchic spirit back then.

In the ensemble piece Les Moutons de Panurge (1968) by Frederic Rzewski - it was played at this festival
at WDR Cologne in 1972, where Aion (for four-channel tape and smells, 1968/72) by Nicolaus A. Huber was

69 Shunryt Suzuki: Zen Mind, Beginner's Mind, Weatherhill 1970.

70 John Mac Alpine pianist from New Zealand living in Cologne, known especially through his interpretations of Chris Newman'’s
music https://de.wikipedia.org/wiki/John McAlpine

7t Reinhard Oehlschlagel (1936-2014), studied chemistry and music for grammar school teaching in Braunschweig and Hanover from
1958 -62, musicology with Rudolf Stephan in Gottingen, philosophy and sociology in Frankfurt am Main (with Theodor W. Adorno,
among others), but also completed recorder studies up to concert level (with Gerhard Braun in Darmstadt in 1965). He wrote music
reviews for the Frankfurter Allgemeine Zeitung (1965-69) and the Frankfurter Rundschau (1970-71) until 1972, when he became
an editor in the serious-music department of Deutschlandfunk, where he kept an ear open for thelatest developments in New Music
until his retirement in 2001. In 1980, he provided the impetus for the founding of the Ensemble Modern, which he promoted
through joint projects. In 1996 he initiated the "Young Musicians Forum for Composers, Performers and Musicologists", which he
directed until 2002. In 1983, together with Gisela Gronemeyer, he founded the journal MusikTexte, a forum for current
developments. With Gronemeyer he published source texts of various composers in the publishing house of the same name. He had
a special friendship with John Cage.

52


https://de.wikipedia.org/wiki/John_McAlpine

also premiered - you have to beat the rhythm along. To do this, I filled a bag with glass bottles, tied it shut,
and wrote on it "Voltage control WDR - New Music." Tim Souster’? directed this performance. We sat down
in front of the stage, Wolfgang Becker sat in the front row, and we had hammers with us and kept hitting
the bottles until they were all smashed by the end of the piece at the latest ...

At the beginning of the scores of Akkordarbeit and In Understanding Music... there are systematic lists,
diagrams. This list was also reproduced in the programme booklet at the premiere of In Understanding
Music.... Did you consider it desirable at that time that one should follow the processes of your music exactly?

Yes, but there is a crack through this diagram for In Understanding Music...; it looks like it has been crossed
out. The piece is called In Understanding Music the Sound Dies, which means that the moment you would
understand the diagram, the sound would be gone. That is a paradox. On the one hand, you write a piece as
accurately and positivistically as possible, and on the other hand, you realise that it is limited in what you
can realise. As Feldman said, "Composers make plans, music laughs ..." You cannot construct a language that
lives - there is always something dead about it. That is skepticism, too. The diagram shows a binary tree
that keeps on branching out. So, it was also coquetry ...

There was also an orgone light object. In Cologne, I saw a light installation by Dan Flavin. Dan Flavin
worked with coloured neon tubes, which, when the exhibition was dismantled, would all have been thrown
away. So, I asked if I could have these neon tubes and used them to create an orgone light model; there is a
photo of it somewhere. A blacksmith built this orgone model according to my ideas and hung it up at the
premiere of In Understanding Music... during the pro musica nova days in Bremen in 1974, this on the
podium behind the ensemble.

To getback to your question: The pulse structure that underpins In Understanding Music the Sound Dies,
this metastructure of electronic pulses that Kevin Volans”? intoned on the electronic organ, ...

.. the markers ...

.. yes, the markers; there is a pedagogical concept behind that. If you follow them closely, you could
theoretically follow the construction of a piece exactly as you listen to it, but understanding - that is where
[ ultimately reached a limit with this piece. As Cage put it, "Peace goes beyond reason." You cannot construct
real understanding positivistically. Later on I realised: there must be a balance between construction or
closure and openness. There must also be a pause, air, and light. The listener must also be given the
opportunity to pause and take a breath; he must not be constantly fed with information. His mind must be
able to enter a state of reaction. This linguistic model of the triad, producer - product - recipient, developed
by Charles Sanders Peirce (1839-1914), must, in order to reach the recipient, contain gaps in which the
recipient can enter his understanding. Or, there must be a certain amount of structures that are known to
the listener. This is where it gets difficult.

72 Tim Souster (1943 -1994), studied at New College, Oxford, from 1961-64, met Stockhausen during the Darmstadt Summer Courses
in 1964, and took composition lessons with Richard Rodney Bennett the following year. As radio editor of the BBC (1965-67), he
promoted the avant-garde. He then devoted himself to composing and, having a special affinity for popular music, to "songwriting."
In Cambridge, with Roger Smalley, Andrew Powell, and Robin Thompson, he founded the live-electronic group "Intermodulation”,
which performed works by Cardew, Riley, Rzewski, Stockhausen, and Wolff, among others. In 1971 Souster became assistant to
Stockhausen in Cologne, succeeding Richard Toop, and in 1973 he moved to Berlin for two years. In 1975 he returned to England
to take up a research fellowship at Keele University. He remained in England, composing for film, television, and the concert hall.

73 Kevin Volans, born in 1949 in Pietermaritzburg, the capital of the South African province of KwaZulu-Natal. In 1973 he joined the
Hochschule fiir Musik in Cologne, where he studied composition and new music with Stockhausen and Richard Toop, music theatre
with Mauricio Kagel, piano with Aloys Kontarsky, and improvisation with Johannes Fritsch. He remained in Cologne as a freelance
composer until 1981. Volans belonged to a group of composers around Walter Zimmermann, who at the time sought to establish
the notion of "new simplicity” as a counter-concept to post-serial complexity. In the late 1970s, Volans made four trips to KwaZulu-
Natal and Lesotho to explore the sounds of the environment and of Zulu and Basotho music: This resulted in tape works such as
KwaZulu Summer Landscape (1977/79), Studies in Zulu History 79/1977)and others .followed by White Man Sleeps for two
harpsichords (in special tuning), viola da gamba, and percussion (1982), and String Quartet No. 1 “White Man Sleeps” (1985/86)
the "African Paraphrases” series of works. In 1986 Volans moved to Ireland and acquired Irish citizenship in 1994. His music shows
a strong affinity to painting techniques, in which Morton Feldman, who became his mentor, encouraged him. He created The
Partenheimer Project for simultaneous ensembles (2007( for visual artist Jiirgen Partenheimer. Volans composed music for almost
all genres, preferring transparent chamber-music textures.
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If one builds a complex system from nothing but unknowns, then it can be that the piece becomes a
totally artificial ornament. But if there is a common ground that is not historical, for example something that
arises from a romantic gesture yet is archetypal, if such a thing exists - that was my search at the time -
then a feeling of relief builds up in the listener. A certain redundancy must be there. Wolfgang Rihm took
his redundancy from the history of music, which was not comparably present to me. So where should I get
my redundancy? [ developed and formulated my approaches to a common ground artificially, from a tabula
rasa situation. For example, the end of the war in 1945: people wanted to start anew; everything that had
gone before was traumatically occupied. A positive emotional feedback to what had gone before was
missing. Let us consider Stockhausen. He was an ambulance worker and had terribly traumatic war
experiences. He had to feed people with a straw whose faces were destroyed by shells.

He was crossing a courtyard at some point when a bombing raid started and was aware that he could be hit
and dead within seconds. But he just kept walking and was lucky. Such dangers to life may have seemed at the
time to be an almost "normal” risk against which people were somehow neutralised. But Stockhausen was
deeply affected by the death of his parents.

We had this wartime generation as parents who felt they had been cheated of the best part of their youth.
Women often waited for years until their husbands returned from the war and captivity. Then they were
estranged from each other, often unable to take up the profession they had learned, and then it was
"Forward!" and all about reconstruction, moderation, and economic miracles. The old Nazi judges returned
to their posts and further on they had to pull themselves together. This generation was emotionally
disturbed. Significantly, the next generation included Gudrun Ensslin and the Baader-Meinhof group.

5 Lokale Musik - Novalis

I would like to ask a few questions about Lokale Musik. Did you develop this "phrasing matrix" with the
intention of forming a kind of language?

The paradigmatic piece for this was the Quartets I-VIII for Orchestra (1976) by Cage, which I also once
analysed - the analysis can be found in Anarchic Harmony.”* This subtraction technique made it possible to
have melodies that are all at once anonymous, known, and unknowable. But it is necessary to have a
rhythmic flow, without which it would not work at all. I first tried this out in the Ldndler Topographien
(1978/81). There is this idea on the one hand of the geographical distance to a landscape, as if one were
hearing only fragments, musical language scraps, from far away. The other is the aggression, the territorial
imperative that usually emanates from such music: this claim of ownership "here I am, you do not belong
here" is filtered out of this music. The idea is that behind the aggressive, folkloric domain is a beauty that
needs to be uncovered. I have tried to do this through an instrumentation matrix, breaking down the melody
into three parameters, calculating a melody index, a harmony index, and a rhythm index. By the way, this
technique of "phrase analysis" (Phran) comes from Laske. The first part of the Ldndler Topographien is
based precisely on this - the eight-bar patterns of the Landler were analysed and this analysis was then
turned into sound, inspired by Webern's orchestration of the Bach ricercar.

74 Zimmermann 1992 / Stefan Schadler (ed.): Cage. Anarchic Harmony, Mainz: Schott 1992, pp. 117-132.
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If a rhythmic part is very prominent, several instruments will be involved in playing that rhythm. If a
rhythm is very anonymous, on the other hand, it will be barely audible. If the melodic swing is very
prominent, several instruments are involved in representing this swing - up to the point 9.0, which is the
highest index, and there all instruments of a group would play along. But this point almost never occurs;
there are always gaps of some kind. And this results in a hocketing effect, that each instrument is assigned
a melodic cell for eight bars at a time - always only for eight bars, then the group changes and the material
changes, because the index changes and a new Landler phrase is worked on. It is a rather complex note-
distribution system.

The same applies to the harmonic changes. Indexed were the tipping points between tonic and
dominant; they are sometimes found within the phrases, sometimes in the transitions. The more complex
and frequent their occurrence in a melody, the more spectral the resulting sounds, including dissonant
mixtures in long sustained sounds. It is arranged in such a way that the analysis of the phrases becomes
more and more complex from the beginning to the end - due to the arrangement of the Landler in
Hoerburger's book from simple to complex.

Gyorgy Ligeti reacted once to my music: He liked in this first part of the Lédndler Topographien how the
music becomes harmonically more complex towards the end. The construction ultimately follows a modular
system, but is based on a series of melodies whose harmonic changes become more and more complicated,
and thus the structure of the harmonic mixtures also becomes more and more complex.

If these matrices exist, how much freedom do you have during the composition process?

There was freedom in the nuances; in reality, it resembled a translation of what I had thought up
beforehand, and I was glad that all three of the "pictures” were finished. The first part, Phran, is the inner
landscape of these melodies, the second part, Topan, the outer landscape. For this purpose, I took geological
maps of the places where each landler originated, drew a line through them by means of a ruler, and noted
the morphemes that I found when reading this map, the names of the mountains, valleys, rivers, and so on.
From the processing of these rock morphemes then emerged, as in the first part, how many and which tones
are there, how many and which instruments, and so on. In contrast to the first part, however, the reverse
principle applies here, not the principle of hocketing and long pauses, but rather the long sound held out
like a ribbon, which marks a horizontal layer, the course of a river, a layer rock ,or some such, so to speak.
The third part, Tophran, combines the two preceding parts like a mosaic, causing the people in
Donaueschingen who heard this part alone to yodel along. This third part alone, when I listen to it critically
today, does indeed sound a tad too positivistic. As a composition, the first part is in fact sufficient.

Are the other pieces of Lokale Musik similarly strictly organised as you just described?

Here is a list of all pieces of this work group 5 (1977-81):
5.1 Ldndler Topographien for orchestra (1978-79)
5.2 Leichte Tdnze (1977-79)
Zehn Frinkische Tdnze sublimated for string quartet, 5.2.1 (1977)
25 Kdrwa Melodien substituted for two clarinets, 5.2.2 (1979)
20 Figurentdnze transformed for six instrumentalists, 5.2.3 (1979) 7°
15 Zwiefache transcended for guitar, 5.2.4 (1979)

5.3 Stille Ténze (1977-80)
Erd-Wasser-Luft-Tone for trombone, piano, and Streichglasspiel, 5.3.1 (1979)
Riuti (Rodungen und Wiistungen) for percussion (one player), 5.3.2 (1980)
Keuper for string quartet, 5.3.3 (1980)

5.4 Wolkenorte for Harp with Voice, 5.4 (Meister Eckhart, 1980)

5.5 Seiltdnze for cello and orchestra (2002/06)

75 1994: Version for button accordion, clarinet, and double bass.
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5.6 Epilog: Der Tanz und der Schmerz for flute, oboe, clarinet, trumpet, fortepiano, and string quartet.
After Martin Buber (1981; new version 2005). 76

In Zehn Frdnkische Tédnze (for string quartet, 5.2.1, 1977), two overtone rows are distributed among the four
instruments - first violin and viola, second violin and cello. The rows act like a net. The original notes of the
dances are put into this net and all notes that do not fit into this overtone net are dropped. If you choose the
overtone rows of F and C or G and C, then of course a lot gets stuck if you choose a piece in € major. And as
you move further away from C in the fifth series, fewer notes get stuck. I have arranged the ten dances in
such a way that the most common keys are at the beginning and the keys become more and more complex,
although this folk music is only played in four, five, or even six keys anyway.

The piece for two clarinets (Kdrwa-Melodien, 5.2.2, 1979) is based on the principle of difference
tones;”7if played correctly, one hears the original melody in the shadows. The third piece (Figuren-Tdnze
for six instrumentalists, 5.2.3, 1979) uses combination tones. The fourth piece (Zwiefache for guitar, 5.2.4,
1979) is a projection of the parameters onto each other; the guitar strings - one string is retuned so that
there are six notes - represent the six notes of a scale without a leading tone. For example, whenever the A
comes, a harmonic is played on the A string instead. Since there are only four rhythms, an eighth note is an
octave, a quarter note is a flageolet in fifths, a dotted eighth note is a flageolet in fifths, and so on,
transcending, so to speak, the parameters that become sound only.

In Riuti (for percussion, 5.3.2, 1980) - which belongs to the group of works called Silent Dances (5.3,
1977-80) - the field names were used, whose root word is "reuth" and whose tone letters were translated
into drum rhythmes, into a drum language.

What exactly is a field name in the percussion solo Riuti (Rodungen und Wiistungen) (1980)?

This is the name that people gave to the fields. Many of them have the suffix -reuth and show something of
how people lived, something of this cycle of acculturation and abandonment; the field name "deserts," for
example, means that a land that was originally desolate has been made fertile. A certain interpretive
freedom in Riuti is that the player can sometimes say the field names aloud and sometimes not; otherwise,
the piece is quite strictly worked-out and performed that way.

Erd-Wasser-Luft-Tone for trombone, piano and Streichglasspiel (5.3.1, 1979) is still one of my most
difficult pieces today. It was played some time ago at the behest of Mathias Spahlinger in a concert at the
Institute for New Music at the Freiburg University of Music. They did not fill the piano with earth, but instead
took plasticine or similar material to dampen the sound. The trombone must be muted so that only the
highest and lowest notes are allowed to sound, a kind of musical erosion technique.

The third piece of Silent Dances is the string quartet Keuper (5.3.3, 1977 /81). I have already described
this when I told about my childhood experience of playing over the sandstone. Here I used the originals of
Zwiefachen, but I changed the playing techniques very quickly, in a dialectic of tone / melody - absorbing
techniques / filters, to form a rough surface, the sandstone of Fiirth.

Can one already speak of the technique of introverted virtuosity here?
Yes, I knew it would be difficult to play. But it was rather the attempt of a paradox, namely to turn a banal

melody through a mill in such a way that at the end, like in Max & Moritz’® (what is this referring to?), only
grains, dust grains or granules remain. It is complicated to play without showing a virtuosic result.

76 The original 1981 version was scored for two clarinets, trombone + alto trombone, harp + voice, dulcimer, percussion, and string
quartet.

77 Difference tones belong to the group of combination tones that can appear as beats (additional tones or noisy sounds) when two
different tones are sounded simultaneously. They result from the frequency difference of the output tones, whereby the most easily
audible so-called "square” difference tone is the difference of the fundamental frequencies of the two output tones.

78 Max and Moritz: A Story of Seven Boyish Pranks This highly inventive, blackl\ humorous tale, told cntlrch in rhymed couplets, was written

and illustrated by Wilhelm Busch and published in 1865. https:
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In the four works of the Light Dances group, there is some kind of description for each: "sublimated,"
"substituted,” "transcended,” and "transformed.” Did you want fancy words for them, or do these four
determinations refer to different ideas?

Sublimation, after all, is the working through or suspension, penetration, or displacement of a conflict, is it
not? The process, in the case of the Zehn Frdnkische Tdnze "sublimated" for string quartet, goes from
recognisability to anonymity: the ties to a place, to a location, are removed by voicing pure harmonics.

The designation "substitutes" for the 25 Kdrwa Melodien for two clarinets - the second work of Light
Dances - is to be taken literally; the original melody is replaced by a two-part movement, that of the
difference tones. In the third piece, the 20 Figure Dances "transformed" for six instrumentalists, the original
harmony of a folk music is distorted like a cubist painting. The original two-part movement is transformed
by first-degree combination tones and second-degree combination tones into a six-part movement. The
piece then sounds - unfortunately - a bit like "Augsburger Puppenkiste" (this one may also need an
explanation).

What you had in mind with the folk music of a place is quite clear. But [ am also interested in the idea behind
the composition of music in which landscapes are communicated. After all, it is not about programme music.
Is there any thought of a fixation to particular places? Is it about something like the essence of a place? And
what exactly do you mean by a "geological map"?

That was also a reaction to my visit to John Cage in 1976, where Cage used Henry David Thoreau’®'s diaries
in Renga with Apartment-House (1976). In it there are drawings of landscapes that Cage gave in time
brackets, which is a very peculiar idea, and then a large orchestra had to play that. The parts are therefore
little partial lines of the respective Thoreau drawings. I did not go that far in Lokale Musik, but later in Baile
de la conquista for flute, oboe, and percussion (1996) I gave the outlines of a volcanic landscape directly into
the music.

Cage also has a map of Walden and Walden Pond, the area where Thoreau lived and which Cage used
for his Song Books (1970). The area was also portrayed by Charles Ives in his Concord Sonata.

The idea of location, the idea of working out a Lokale Musik, has to do with David Henry Lawrence,
Studies in Classic American Literature — The Spirit of Place (1923)8°, a very important book for me. This idea
came to me in the USA, when I got to know the American view that the place is almost more important than
the story. Feldman once put it this way: Europe had gone through something, for example, the plague in the
Middle Ages, etc., as Voltaire describes it in Candide (1759), while the American settlers simply left their
places and moved on; they left something behind. I was fascinated by the concept of transcendentalism as
it appears in Thoreau as well as in Ives, which is to pack as many ideas or melodies as possible into
something so that the experience of a transcendental dissolution of boundaries sets in, so that you yourself
seem to embody several entities in the moment. This is a bit like John Ashbery "to go beyond one message".

Returning to the villages then stops this dissolution of boundaries and one sees, so to speak, a white
landscape ... Everything is no longer connected, but one is suddenly thrown back into nature. I could only
do this with this idea of the "white," as it were, unsullied or "pure" landscape, because Nuremberg, in
particular, had been a centre of the Nazis. [ have always seen the "local" as something that lies below or
outside the national or exists relatively independently of it.

As philosopher Alfred North Whitehead (1861-1947) says, "The Local is the Universal," Pier Paolo
Pasolini writes, "The peasant universe is transnational. It does not even recognise nations."®! I have adopted
that, and by looking at the local, I have tried to filter out the national, which I find to be an aggressive
element. Gilles Deleuze talks about deterritorialisation on this point in Ritornello. And Cage speaks of using
and not ignoring the territory from which one comes or in which one lives.

79 Journal of Henry David Thoreau (1906).

80 German translation by Werner Richter: Der Untergang der Pequod. Studies in Classical American Literature, Zurich: Europa-Verlag
1992.

81 Pier Paolo Pasolini: Freibeuterschriften, Berlin: Wagenbach 1978, p. 45.
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How did the Franconian farmers receive you when you started asking questions about folk music?

My brother Robert and I collected material together around 1976 or 1977, originally for a radio programme
about folk music. We took two paths - we asked farmers for old "tuning books" of folk musicians, searched
in their houses, yards, in their attics and borrowed them, some were even given to us as gifts. The other way
was to go to the inns when folk music was being sung and played there. We recorded that, and it could only
be broadcast on Bayerischer Rundfunk at night during the new-music slot, because some peasants in an
inebriated state had given off obscene content. Even then, this aspect occurred, that I had to sublimate
sordid aggression, racism, etc.

Did they also react aggressively to you?

No, not at all, they felt honoured that it was for radio and were glad that I paid for their drinks! Folk music
is often completely ruined just by the fact that it was given kitschy titles. It has also been used, for example,
to make programmes for locals, etc., which are completely unbearable.

Did you find that you had reached a certain point, stylistically or aesthetically, after finishing Lokale Musik?
Yes, and the group of works Vom Nutzen des Lassens (Meister Eckhart, 1981-84) followed, right?

Not quite, before that there are the Schalkhaufier-Lieder (for voice with piano or for band: voice, piano, harp,
electric guitar, percussion, and recordings, 1979/84):

. Muckn-Blues (Fitzgerald Kusz);

I1. Carol's Dream (Carol Byl);

Il Ami-Schickse (Gabriele Schreimel);

IV. Birthday Greetings (Fiorenza Hohl);

V. The guitar remained lying (W. Z.);

VL. drums away (W. Z.);

VII The Aztec Stone (Herbert Henck);

VIII. Miss TL (W.Z.);

Interlude: Forty chords for Jon (without lyrics) -

IX. On the individual departure (Rolf Dieter Brinkmann);

X. Krikel-Krakel (W. Z.);

XI Sang (Flemish, anonymous);

XII Quasi-Swazi (W. Z.);

XIII ThumbstrafSe 68 (W. Z.);

XIV. No more being a dancing bear (W. Z.);

XV. Between the chairs (W. Z.);

XVI Du, ich moch die fei immer nu (Godehard Schramm);

Encore: Kehraus Galopp.

I have to say that my mother's name was Schalkhaufer - and I always wanted to be called that because I
think it is such a nice name, but my father said it would be too expensive to change my name. Besides, I
already knew at 17 or 18 that Bernd Alois Zimmermann existed.

These songs are a side chapter in my life. Beginner Studio had already been established by then. John
McGuire and I organised such "sentimental evenings" there. Until then I knew pop music only from a soul
discotheque in Cologne, Camayenne, also Tim Souster, whose records by the Beach Boys | had heard so often
that I was sick of them. Then in Cologne came John McGuire, who had all of Randy Newman's sheet music.
So, I sang and played all of Randy Newman's songs. These songs - The Rednecks, Let's stop the big ones, Short
people have no right to live or Der Kindermdrder in Diisseldorf - 1 found fantastic because of their double
identity, the identification with the enemy. That gave me the idea that as a composer I could slip into all
roles and genres.

So, I began the Schalkhaufier cycle, which I first called Freunde (Friends). All the songs are portraits of
friends- not the intellectuals from the world of new music, but the Cologne friends who helped me in the
Beginner Studio. Ami-Schickse is the song I still knew from Nuremberg, about a young woman who was
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friends with American soldiers. The song Carol's Dream is about traveling. With Manfred Lexa, who helped
in the Beginner Studio and whose arm was paralysed as a result of a car accident - he had been run over by
a truck - [ drove to the place where this accident happened. He was into rock music and so I made a rock
song (the guitar stayed down). Then the story with a sleepy drummer (Drums gone). Miss TL was created for
Pilou, the daughter of ClarenceBarlow; there I used the Raga after which her parents had chosen her first
name, the Raga "Pilou".

Der Aztekenstein is a song about Herbert Henck, where I use the children's song Hdnsel und Gretel in
various cancrizans and mirror forms. Krickel-Krakel is a song about Michael von Biel, with lyrics by me.
Kevin Volans was in this circle of friends (quasi-Swazi) and John McGuire, who played horn in the recording
of the song ThumbstrafSe. The record of Sang features the speaking voice of the Belgian Roland Blontrock
from the Beginner Studio circle and so the Belgian national anthem comes in there. Then there is a song
about a composer who was also a communist, Dietrich Boekle; Eisler's Solidarity Song also comes in there:
No More Being a Dancing Bear.

Via one of my teachers, Werner Heider, Zwischen den Stiihlen came into being. Strictly speaking, it is not
a song, but a jazz paraphrase in the style of Thelonious Monk.

For this panorama of a circle of friends there was also a small band for which I orchestrated the songs.
This version was performed on Radio Bremen in the presence of Teeny Duchamp and John Cage: Many
people were horrified by this betrayal of New Music. Cage, on the other hand, said that it could always have
gone further and praised this "diversity of art". For me, what was important at that time was, first and
foremost,that I could play the piano and sing myself; it was a kind of recreational vacation, a "private life".
Then came the "official life" with Meister Eckhart: Vom Nutzen des Lassens (Work Group 8, Meister Eckhart,
1981-84) was, so to speak, a reaction to Lokale Musik (1977-81).

Eckhart frames Lokale Musik (1977-81); before that is Gelassenheit (for alto with portative organ and two
guitars, prolog. 8, 1975); after that " Self-forgetfulness” (for voice with obbligato sounds (8th epilogue, 1984;
rev. 1992).

Selbstvergessen was premiered in New York in 1992 by David Tudor and other musicians from the Merce
Cunningham Dance Company; the choreography was called Change of Address. It was a commission from
Cage, by the way. The piece, as I said, moves more and more towards a dissolution, towards a blurring of
contours.
Then came this positivist phase of the star migration, with which I agree least of all today:
Asterism (group of works 7, 1982-84)
Glockenspiel for one percussionist, 7.1 (1983)
Klangfaden for bass clarinet, harp and glockenspiel with klingstein, 7.2 (text ad lib.: Peter Handke, 1983)
Saitenspiel for 18 Instruments, 7.3 (Blackfeet Indians, 1983)
Die spanische Reise des Oswald von Wolkenstein for baritone, ud, ganun, nay, rabab, and percussion [riqq,
daff, mazhar, darabukka (one player)], 7.3.1 (1976; rev. 1993).
Gaze - Beduinenlied for oboe and tape, 7.3.2 (1976; rev. 1993)
Mandingo - Koroharfe for mandolin, 7.3.3 (1976; rev. 1993)
Spielwerk for soprano, saxophone(s), and three ensembles, 7.4 (Wilhelm Heinrich Wackenroder /
Novalis, 1984)
Tre Stanze for guitar, 7.3.4 (2005)

Then a lot of things started to change, and quite important things came out of it, matrices and so on.

Klangfaden for harp, glockenspiel and bass clarinet (Peter Handke, 1983) I still accept today, also
Glockenspiel for a percussionist (1983) ...

... this is such a transition away from "Lokale Musik ...

.. and then Saitenspiel for 18 instruments (Blackfeet Indians, 1983). That was played once by Ensemble
Modern. There I had this obligatory string sound for two harps and harpsichord. Then comes again this
situation in which, like Scylla and Charybdis, I found myself facing two opposite poles or waymarks, one
dissolving and one pointing toward something positive, but also slightly positivistic. When I think of the
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unison melody at the end of Akkordarbeit (1971) and now again this final song of Saitenspiel (1983), where
they all sing - that is very positivistic.

The most aesthetically questionable was this Novalis piece, where I got lost: Spielwerk for soprano,
saxophone(s), and three ensembles (1984) - 25 minutes, four movements: I. Wheel of Time; 1. Air Figure;
1. Dream; V. Transformation. The first movement with this turning wheel is passable; it has to do with the
fairy tale of the "wheel of time". I learned afterwards that Xenakis, who was at the premiere in Strasbourg,
thought it was very good. But the last movement, with its golden section proportions - Fibonacci rows
projected onto the rhythms - with its frozen architecture, is too positivistic in my view today! But I do not
want to talk my way out of it; I composed it, after all, and I find the piece really problematic because I did
not have the courage to grasp Novalis in his fragmentary nature. With the piano concerto Ataraxia
(1987/88) came later a similarly purposeful piece.

But these pieces are much better than you realise ...

Feldman was in the Beginner Studio at the time in 1984, staying at our house where I was writing these
pieces, but [ was hiding them from him ... it was kind of two worlds.

But I can imagine that, for example, Klangfaden for bass clarinet, harp, and glockenspiel with Klingstein (with
a text ad lib. by Peter Handke, 1983) is not so far from Feldman.

Yes, purely superficially, but it's a total construct, these four-part asymmetrical canons. I have always said,
"you have to find your own cadences," and discovering J. N. Muncey of Jessup's magic prime square was
something like that, which was a breeding ground for me for at least ten years.

More than that ...

So, twelve or thirteen years. The last piece in which I use the magic square is the piano piece that [an Pace
has now played: Wiistenwanderung(1986). There are at most subsequent variant formations such as
Blaupause from the cycle Schatten der Ideen 6a: Blueprint for piano (2003) and Schatten der Ideen 6b:
BluePause for piano (2004).

Which makes it twenty years ...

At most that, because the blueprint is a straggler, with which [ wanted to conceal that I was in crisis. Another
offshoot and another offshoot ...

In Sternwanderung as a cycle - I don't know the Spielwerk from it, by the way - .
Thank God ...

.. it strikes me that suddenly a wide range of authors come into play, not only the classics of German
Romanticism Jean Paul and Novalis, but also French authors like Gilles Deleuze, Daniel Charles, and so on.

Yes, [ also tried to find something among the French structuralists. These little booklets published by Merve
were very important for me. Daniel Charles inspired me to write the piano trio Garten des Vergessens (1984)
- the labyrinthine wandering or gazing around in the stone garden of the Ryoanji monastery.

This notion of roaming dissolves the memory of place, so to speak. There is the quote, also related to
the moss garden or "moss turned to sand," that I like to use: "With its planar weaves and interstices, moss
rhizomatizes geometries, produces simple and complex graphs that change, that are drawn by chance, in
short, it dissolves the memory of the place. Through the moss, the place surrenders to oblivion as a vital
force, force of time." 82This is, so to speak, the detachment from the Lokale Musik to find a field that is no
longer a local place, but a place where you show yourself.

82 Daniel Charles: Glossen tiber den Ryoan-ji, in: Charles: John Cage oder Die Musik ist los. Translated from the French by Eberhard
Kienle, Berlin: Merve 1979, p. 63.
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That led me to the magic square that [ found in Scientific American magazine; it was by a mathematician
named Muncey of Jessup.83 When I presented this in Darmstadt in 1984, a New York Jew, son of a rabbi, a
very serious one, came and said that this was from Hasidic tradition and that he wanted to visit me
sometime. [ tried to get rid of him, but then suddenly he was standing in front of my door in Frankfurt am
Main, where [ was living at the time, and at first I did not want to receive him. [ was afraid of an incriminating
conversation about my use of the magic square and the question whether it had to do with Kabbalistics.
Finally, I did open the door.

The quote from Daniel Charles makes sense to me, but why did you take up Novalis and Jean Paul?

Novalis was because he talks about chance. He finds fantastic formulations, for example for harmony as
floating between opposites.8* I have tried to realise this harmony of floating in my matrix; through this
procedure the non-centered tonality thought came in. For example, two layers in string playing: the tonal
centering is counterpointed by a second layer that points in an opposite or different direction. Both layers
go side by side for a while, creating the illusion of a common tonal space. But then there is a sudden shift, a
change of direction not logically syntactic, but mediated solely by the number network. Only, in the next
step, I then unfortunately harmonised the Novalis anthroposophically instead of fragmenting it. I went
down the wrong path.

But when did you start to deal with Novalis? Had you already read something by him earlier, or did you only
discover him for yourself in the mid-'80s? And do you tend to read as much as possible by one author or is a
small excerpt enough for you? And was Novalis somehow linked to Jean Paul for you from the beginning?

He came again and again. Still in DDR times, I visited Novalis' house in Weifsenfels. It is a small castle that
housed a children's library, and at the moment I looked out of a window there, [ saw a construction machine
destroying the wall around the castle park. In the small orangery there was an exhibition about Carl von
Ossietzky and poets killed in concentration camps. Novalis was somewhat derogatorily referred to as a
"Krautjunker" in the GDR; he was not that well regarded in DDR times. And when [ was there for the second
time after 1989, seven or eight years later, instead of the Wall | saw a small transformer house and behind
it an ugly slab housing estate. But the stones that had been torn out of the Wall were still lying around. So, I
carried Novalis around with me for a long time.

Jean Paul - I do not know anyone who describes landscapes as musically as Jean Paul, this sky-high
jubilation - saddened to death, these vastnesses, something you only feel when you walk through such
landscapes, especially through Franconia. To Jean Paul belongs this opulence and this incredible loquacity,
the sideways, the interlaced as well asthe lexical, encyclopedic - a bit like Laurence Sterne, The Life and
Opinions of Tristram Shandy (1759/67). I read in Bruno Walter's autobiography that he, probably also
inspired by Mahler's first Symphony, had often read Jean Paul's Titan, but I think one should rather keep
one's hands off making this novel the reproach of a composition.

Can we briefly return to the piano trio Ephemer (1981)? There it is all about the opposition of solid and
ethereal structure, of ordinario on the one hand and harmonics on the other. I would not want to reduce

83 "According to a 1913 proof of J. N. Muncey, the smallest magic square composed of consecutive odd primes including the number 1
is of order 12", in: Martin Gardner: The Magic and Mystery of Numbers, Scientific American 1984, p. 86ff.

84 Novalis [Friedrich von Hardenberg]: Fichte-Studien (1795/96), Nr. 555: "All cognition should cause morality - the moral drive, the
drive for freedom causes cognition. Being free is the tendency of the ego, - the ability to be free is the productive imagination -
harmony is the condition of its activity - of floating, between opposites. Be at one with yourself is thus the conditional principle of
the highest purpose - to be or to be free. All being, being in general, is nothing but Freyseyn - hovering between extremes that are
necessarily to be united and necessarily to be separated. All reality flows out of this point of light of floating - everything is
contained in it - object and subject are through it, not it through them.
I-ness or productive imaginative power, the hovering - determines, produces the extremes, that between which is hovered - This
is a deception, but only in the area of the common understanding. Otherwise, it is something absolutely real, because floating, its
cause, is the source, the matter of all reality, reality itself". (Novalis: Werke, Tagebticher und Briefe Friedrich von Hardenbergs, Band
2: Das philosophisch-theoretische Werk, ed. by Hans-Joachim Mahl, Miinchen - Wien: Hanser 1978, 2nd ed. 2005, p. 177).
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everything to this concept of dissolution, of the idea abolishing itself, as it were, but does it have anything to do
with this symbolism?

It has more to do with later pieces like Geduld und Gelegenheit for cello and piano (1987/89) and with the
parodoxy of difficulty, introverted virtuosity, the fact that something sounds easy but is difficult to play. It
still has to do with Lokale Musik insofar as this "etherisation”, the letting go of fixed structures, of the earth,
is thematised again. The fixed structure that is in it is basically a piano reduction of the choral piece Aus Nah
und Fern (for three choral groups and obbligato sound sources, 1977/81). These three choruses, each of
which is sung or played at its own tempo, are placed in the piano - that is the place, "the place" - and the
strings are busy, so to speak, evaporating this core, this place, and that is what happens: by the end, the solid
core is gone, and the melody that is heard last is the song "Es fiigt sich" from the Spanish Journey of Oswald
von Wolkenstein (for baritone, ud, ganun, nay, rabab, and percussion [riqq, daff, mazhar, darabukka], 1976;
rev. 1993). 85

By the way, there was a prelude to Ephemer, which I have now removed, but which can still be heard
on the recording®: the piano reduction of the prelude to Gelassenheit (for alto with portative organ and two
guitars, Meister Eckhart, 1975), a guitar duet. Ephemer is a bridge piece, so to speak, with which [ wanted
to forget or leave behind earlier pieces. And the Cage quote on "ephemeralization" was very important to
me. 87

If we come back to Lokale Musik at the moment: Wolkenorte for harp (1980) - we have already discussed the
basic principle. But what does the title mean?

It is about heaven and earth assigned to the number three or four, which I found in different cultures - a
side work I wrote in collaboration with the harpist Gabriele Emde. Like seven wheels of different sizes, these
melodies roll off and the harmonisation occurs by a faster wheel performing the melody seven times faster
in extreme cases. The melody harmonises itself. All vertical sounds you find in it are "time segments" of
seven spinning wheels of different sizes. The computer extract for this, as mentioned, was made by Clarence
Barlow; basically it is an old Renaissance technique, an augmentation canon. The original version, by the
way, was much longer. I took out the last section, which was too difficult to play. 88It was called Cicindela for
a while and then went into the harpsichord piece Wanda Landowska's verschwundene Instrumente (1998)
under the title Ein wenig Grazie. Incidentally, in the harp piece Wolkenorte (1980), the harpist sings a text
by Meister Eckhart in the prologue and epilogue.

85 Walter Zimmermann says in his introduction to the work: Die spanische Reise des Oswald von Wolkenstein is the first part of the
project '"Music Stories about the Contact between Orient and Occident' and shows the process of acculturation among two cultures.
Thus, the Wolkenstein song "Es fiigt sich”, composed in 1414, is juxtaposed with an Andalusian nouba. This suite is still played in
Tunisia today, but was composed in Moorish Spain in the early Middle Ages. Wolkenstein describes his restless life of travel, which
also brought him to Spain. Thus, the text becomes an occasion to play through the contact with the culture of Islam and to come
across forms of acculturation whose structures are not fixed, but which materially took place. It is known that pretty much all
instruments were adopted by Islam in the Middle Ages. Thus, the ensemble also plays on original instruments as they are still used
in Arabic music today. The embedding of the Wolkenstein song (I. Nouba exposed), the courses of closeness and distance to the
other culture (II. Nouba assimilated), and finally the processing of the influences into the own structure (III. Canciones
aflamencadas) are not least criticism of ethnocentric thinking. Our (music) historiography is full of chauvinisms. Thus, the self-
image of seeing the emergence of polyphony as a purely European process is parodied. Parody, after all, arises precisely through
procedures of reshaping one musical style through contact with another. (Incidentally, a technique that took off in the 15th century
and that Oswald von Wolkenstein had also used in his Kontrafaktur-Lieder)."

86 Edition Theater am Turm, TAT 8201-03, 3 LP 1982.

87 John Cage: Diary "How to improve the world", LXXIV: "Ephemeralization; away from the earth into the air or: 'on earth as it is in
heaven'." - In: A Year from Monday, 1968, p. 152.

88 Nevertheless, the harpist Franziska Huhn recorded the complete Wolkenorte (1980) in 2008. Her recording appears on Mode
Records as part of the complete Lokale Musik recording (mode 305/07, 3 CD 2019).
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6 Music Theatre

A whole series of authors who inspired you in some way has already been mentioned. Now Peter Handke has
been added to them.

Handke always had a certain way of dressing up his criticism, and I liked his lyrical language, with which he
managed to speak as if Novalis were still alive after the tragedies of the 20th century. At the time, Handke
meant to me a world of his own, strangely immobilised, as did Feldman.

My involvement with Handke later led to the opera Uber die Dérfer (1985-86). I was reproached
severely for doing that. [ also like the piece because it describes my family situation, that of my parents and
my brothers. In Handke's work, the drama takes place between three siblings, and it is about their parental
home. The intellectual brother, who returns from afar, refuses to agree to mortgage the house in favour of
the sister. At the end comes as deus ex machina Novalis in the figure of Nova with a very long final
monologue.

[ also visited Handke in Salzburg; he knew my music through the record edition of the Frankfurt Theater
am Turm (1982). Back then [ had more things in mind for music theatre, which were to be rounded up into
a four-part work based on texts by Handke, for which Marlis A. Franke made the draft for a libretto. It was
based on Handke's Langsamer Heimkehr (Slow Homecoming 1979), Lehre der Saint-Victoire (1980), and
Wiederholung (Repetition 1986) - including Uber die Dérfer (1981), that is, on four texts. The project failed,
however. 8

The music-theatre work or "dramatic song" Uber die Dérfer was, like Akkordarbeit (1971), a feat of
strength over which a partnership broke up. I still conceived the first act in or near Cologne; then came the
separation, or rather I reached a point where I broke off all friendships and moved to Berlin. There I lived
in one of the last ruins left standing after the war, a beautiful, dreamy-looking house on Grolmanstraf3e.
Writing the score was very exhausting; I felt almost like a convict who had to make an act of atonement.
This was also due to needing to follow the matrices, that is, carrying out the existing preliminary work
relatively mechanically.

For the composition of the second act, [ then went to Lauenstein, which is a small town that you reached
on the route from Leipzig to Munich just after the DDR border at the time. It was a western enclave,
surrounded by the DDR. There is a small castle there where Wilhelm Canaris®® was imprisoned before his
execution. In Lauenstein, I stayed in a small boarding house to write the second act - [ was there for months,
in Berlin every now and then in between. Then I received the scholarship for the Villa Massimo - and had
no more strength for the piano score. In Hungary I then found a writer of piano reductions who, when he
had finished the first act, was drafted into the army, so that I had to do it myself. The writing of the orchestral
material was also left to me, since [ had no publisher.

In the middle of it all, disaster: The performance was canceled; the piece was too difficult. I then called
Reinhold Kreile, a lawyer, copyright expert and chairman of GEMA. He knew Hermann Glaser, the cultural
director in Nuremberg, more closely and explained to him in a letter that it would cost more money not to

89 According to Stefan Schéadler, the following was intended:
Slow Homecoming. Tetralogy based on Peter Handke
1. About the Rooms (Marlis A. Franke after Peter Handke, Slow Homecoming)
1. On the Colors (Marlis A. Franke after Handke, The Teaching of Sainte-Victoire)
III Crossing the Threshold (Marlis A. Franke after Handke, The Chinese of Pain)
IV. Across the Villages (Anja Weigmann after Peter Handke)

90 Wilhelm Canaris (1887-1945), a submarine commander in World War I, later an admiral, headed a military intelligence service, the
Amt Ausland / Abwehr in the High Command of the Wehrmacht, from 1935 -44. He had contacts with the conservative resistance
and was involved in coup plots between 1938 and 1940. He was not directly involved in the assassination attempt on Hitler on 20
July 1944, but the Geheime Staatspolizei found his diary. On 9 April 1945, Canaris was sentenced to death in Flossenbiirg
concentration camp by an SS tribunal and hanged.
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stage the event than to perform it. As a result, the performance took place over the opposition of the
Nuremberg City Theater, with some of them making it clear that they did not like the ork. The non-
participating chorus members were given free tickets to boo the premiere. There were tumults after the
performance. At that time, however, [ had the press on my side for once, while there had been eminent
difficulties on the part of the house management.

But that was already your second opera; before that there was Die Blinden after Maeterlinck (1984).

Yes, for the premiere of Die Blinden in Gelsenkirchen in 1986 I received numerous rebukes, among others
from Hans-Otto Spingel in the weekly newspaper Die Zeit. °1

How did you come to write an opera in the first place?

Well, [ wanted to write an opera that was not an opera. [ had gotten to know Feldman, the Rothko Chapel,
Meister Eckhart, Vom Nutzen des Lassens, and then I admired the filmmaker Jean-Marie Straub [a bit unfair
not to mention Daniéle Huillet, no? They were always a team] and developed the idea of a static opera. Most
people in my circle of friends found Straub boring, by the way, but I admired him a lot - his slow camera
movements: how a sun changes the landscape when a cloud passes over it ... Straub then also gave me the
courage to make such an extreme piece of music theatre. It had taken me a long time to find suitable
material: The Blind (1890) by Maeterlinck, who had already described his play as a "static drama," six
women, six men - [ have told you that before ...

My aim was to cultivate something in the operatic genre that is otherwise taboo and marginalised;
namely, | wanted people to stand still. The problem then became: the singers could not learn the score by
heart. And the director had this stupid idea that he had the singers, who were playing blind people because
they absolutely did not want to learn their part by heart, act invisibly behind the stage, so that the
production was a failure.

... this CD production of Die Blinden °2" ...

I owe this to Ernstalbrecht Stiebler, who understood the meaning of this opera and asked the choirmaster
Manfred Schreier to produce the piece for Hessischer Rundfunk. That was a year after the premiere and I
received the Prix Italia for this production in 1988 and was allowed to travel to Sicily to receive it. That was
the second time I had been to Sicily. In 1986, the first time I was there, [ had to read the reviews of the
Gelsenkirchen premiere of Die Blinden at the foot of Mount Etna.

So, in 1988, after the composition of Uber die Dérfer (1985-86), which was not premiered until 1992 in
Nuremberg, there was a renewed examination of Die Blinden (1984). Was there also a public performance in
Frankfurt at that time?

Yes, there was a staged performance, which was filmed and broadcast several times on television, in the
Third Program of Hessischer Rundfunk. Jaroslav Adler, an abstract artist whom Nanne Meyer and I had
recently met at the Villa Massimo, designed the set and costumes, Stephan Miiller directed.

Uber die Dérfer (1985-86) proved to be too big an apparatus, because the fine irony of the Sprechgesang
did not work. The singers declaimed it in state-theatre voices and even covered the quiet sounds from the
orchestra pit with their voices.

91 "Zimmermann, a busy musician, has absorbed and processed diverse musical and ethnological influences. His 'Static Action," as he

rubricates his piece, now premiered in the workshop of the Gelsenkirchen Musiktheater im Revier, identifies him as a musical
nihilist. He shows himself to be a meticulous accountant of bare nothingness, human as well as musical.
But nothingness also has steps and slopes. To set this to music is one of the great musical challenges. Mahler, for example, faced it,
fixed the nothingness in sound at the edges of existence, at the same time surrendered to it and 'confronted’ it. Zimmermann, on
the other hand, denies himself to it, places himself in voluntary isolation from the subject and from those who are to receive it. The
monotonous lament of an almost seventy-minute psalmody about hope and futility does not do justice to the situation.” (Hans-Otto
Spingel, in: Die Zeit, No. 19, 2 May 1986)

92 Deutscher Musikrat/Wergo WER 6510-2 (CD 1996).
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So much effort and so much pressure, so much suffering, were alltied up with the first act that I wanted
to hear the music again - thus the cello concerto Subrisio saltat / Rope Dances (2002/06) was created: It is
the orchestral movement of the first act without chorus, with the difference that the cello - they are all
orchestrations of a virtual original according to a vector principle - intones the original dance melodies, but
with missing final cadences, so that a floating state is created, which on the one hand recalls the original,
but on the other hand veils it again. Exactly: Subrisio saltat, the smile dances.

Could you explain that a little more?

Three squares play a role. You already know these projections and these angles. You will find this in the
lecture Caught or Serene, which I gave at Darmstadt in 1984. 93

My way of composing is paradoxical in the sense that [ use a system in order not to be trapped in
systems. This is so far my only solution to the problem of moving beyond the ego of the composer, who
otherwise dominates the listener by acting out emotional content in his compositions. I am trying to design
a path that I can share with the listener, that is, that I can follow in a similar way as a person listening in the
audience. Therefore, | use methods to allow the music to flow in new directions all the time, and by doing
so, I do not establish a single, specific way of listening. I call this process "non-centered tonality." It allows
on the one hand the feeling of centeredness and on the other hand a simultaneous floating between different
centres. My method is based on a matrix technique that I learned from books on traditional Chinese music®%.

The pitch square, also called "harmonic square" (Picture 1), shows a coordinate system of 12 x 12 tones:
horizontally the circle of fifths in the Chinese sequence of ascending fifths and descending fourths, vertically
a harmonic series up to the 12th overtone above each tone in the circle of fifths - this creates a harmonically
homogeneous tonal grid.

By contrast, the magic square (Picture 2) is a coordinate system of 12 x 12 numbers to create a
labyrinthine and highly unexpected sequence of the first 144 prime numbers yet ordered in such a way that
all transverse sums add up to the same sum vertically and horizontally.

These 144 tones were projected onto the magic square at different angles, resulting in a different
distribution of tones. Or to put it another way: by projecting two matrices at different angles onto each
other, a "non-centered tonality" is created. One matrix is a pitch network, the other is a number network.
The number net is a twelfth-order magic square consisting of the first 144 prime numbers; it determines
the progression and parameterisation of the pitches, thus enabling the floating state of non-centered
tonality. The pitch network, also a twelfth-order matrix,with 144 pitches, connects the most general tonal
relations of the East and West. The x-axis corresponds to the generation of the twelve Lii of China: 1:1, 2:3,
8:9 (= 2:3 x 4:3), etc,, thus always alternating the achieved proportion, sometimes 4:3, sometimes 2:3. The
y-axis corresponds to Pythagorean number proportions, ascending from 1:2, 2:3, 4:5 ... to 11:12.

I project these two squares onto each other at 4 x 2 different angles. The first four prime-number
squares, projected onto the pitch square, turn 90° each time to reach the next projection; the second four
projections of the number square onto the pitch square produce - for this [ turn the transparent foils - four
mirrored pitch sequences. Thus, in ascending order of the prime numbers from 1 to 827 (= 144th prime
number), [ can generate eight pitch sequences from a pitch matrix of 144 cells each and thus produce a pitch
sequence of non-centered tonality.

In the "bandoneon square" - a third one in addition to the magic prime square and the harmonica
square - you will find practically all tones of the bandoneon gathered together, and since the bandoneon is
designed to play tonal music comfortably, the tones are also ordered unsystematically, not according to the
circle of fifths in the x-axis and the twelve harmonics in the y-axis of the coordinates as in the harmonica
square. The bandoneon has three rows of buttons for each hand, each with twelve notes: there are 3 x 12 x
2, or 72 notes. These double to 144 because, unlike the accordion, the bandoneon produces different tones
through pushing and pulling.

93 Walter Zimmermann: Gefangen oder Gelassen, lecture at the International Summer Courses for New Music, Darmstadt, 24 July 1984.
- Cf. http://home.snafu.de/walterz/darmstadtlecture.html (accessed 17 December1 2018). Cf. also: Walter Zimmermann: The Lost
Harmonika, Engl. transl. by Marc Sabat, in: KunstMusik No. 17,2015, pp. 47-51.

94 Walter Arnold Kaufmann: Musical References in the Chinese Classics, 1976.
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The projection of the harmonica square on the prime number square results, as already said, in each
case in a tone sequence of 144 cells. These are now again projected onto the bandoneon square in the eight
angles including reflections, so that eight harmonic tones are generated from each of the 144 cells. These
are parameterised by the numerical value of the respective prime number and so the harmonic-rhythmic
network of a composition is created. For example 827 (= duration 8 x basic pulse 2 = basic pulse 1/8,if 1 =
1/16th), so this cell would last 8/8, 7 determines the pitch of thecell 1 =/,3 =\,7 = /\, 9 =\/ (with one-
digit prime numbers only these four numbers occur).

That is what you calla vector.

The vector results from the projection of the squares onto each other. And in the opera Uber die Dérfer it
was also about the fact that one can achieve levitation.

Had you used this already in Lokale Musik?

No, in Lokale Musik Landler were used. Here I used dances and melody notes related to tonic or dominant,
I just left them out to make it sound more floating.

How long did it take you?

Two, three years already. So that is how the first act of Uber die Dérfer came about. And in the Cello Concerto
I now do something completely simple: the original is played colla parte. So, it is not new music that is being
created there, but the opera is no longer being produced, after all, and I simply wanted to hear the piece
again. The second act is coherent as an opera. The cello concerto Subrisio saltat / Rope Dances (2002 /06)
was created from the first act.

How did the epistolary opera Hyperion(1989-90) come into being?

Hyperion goes back to my acquaintance with Dietrich E. Sattler, the editor of the Frankfurt Holderlin edition,
whom [ had met at the Villa Massimo. He suggested that  make an opera out of the epistolary novel Hyperion.
From the beginning, I had the idea of including Sattler in the opera in the role of a hermit who recalls and
represents the author of the letters, and even writes the letters. This physical writing of the letters is the
only credible version of this epistolary opera that I can imagine in the meantime. All the recitatives with
notes that are currently still in the score, the so-called "scriptura version"”, a semi-staged version, will not
be sung, but written - this with the sounds of writing, of a scratching pen. The hermit writes down these
texts noisily during the performance - if possible in Holderlin's handwriting, which Sattler masters
deceptively; this process is projected in real time onto the back wall of the hall.

I try to characterise the "alternation of tones", >which Holderlin himself also described in his poetic
theory - the heroic, the ideal, and the naive - via three styles of singing. In addition to their solo parts, the
singers also embody these three tones in a small chamber choir, as a motet choir. The plot is basically about
love and war, Hyperion loses the beloved Diotima mainly because he goes to war. In the background, private
experiences also play into this - my parental home, where business and private life could simply never be
separated; somehow they always flowed into each other. And I, too, could never really separate love and
work, composing and private life. Two marriages failed because [ was unable to keep relationship and work
apart - the first during Akkordarbeit and the second while working on Uber die Dérfer.

So that was the inner motivation to make this epistolary opera, but it is at the same time my weakest
opera, because it does not contain a genuinely new musical approach. At the end there is a film that shows

95 "Doesn't the ideal catastrophe dissolve into the heroic by the fact that the natural initial tone becomes the antithesis? Doesn't the
natural catastrophe dissolve into the ideal one, because the heroic initial tone becomes the antithesis? Does not the heroic
catastrophe, through the fact that the ideal initial tone becomes the antithesis, dissolve into the natural one? Probably for the epic
poem. The tragic poem goes one tone further, the lyrical poem uses this tone as an antithesis and returns in this way, in every style,
to its initial tone or: the epic poem stops with its initial antithesis, the tragic poem with the tone of its catastrophe, the lyrical poem
with itself, so that the lyrical end is a naive-ideal, the tragic a naive-heroic, the epic an ideal-heroic". (Friedrich Holderlin: Samtliche
Werke. Small Stuttgart Edition, 6 vols. vol. 4, ed. by Friedrich Beissner, Stuttgart: Cotta 1962, p. 248).
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Holderlin's handwriting in the making, as if written by an invisible hand, simultaneously to the sung words
of Diotima "When from afar ...". This is the conclusion of this opera about writing, to set the plot apart from
the usual plot. The writing in Hyperion, the operatic machine of intimate irony in Handke's Uber die Dérfer,
and the order-tone theory in Die Blinden - these are the things that enabled me to do these three operas in
the first place.

The collaboration with Sattler was fantastic, by the way; he is a person who builds up a very intense
relationship with you; that is something you never get otherwise. He was also attacked from the side of
official German studies and created a chronology of Holderlin's life work by editing what Holderlin wrote
day by day. This came out in twelve volumes with Luchterhand.?® He works like a man possessed, and his
handwriting has come to resemble Hoélderlin's. Incidentally, he has shown that the Hesperic Songs, °’which
are unfinished hymns in the Homburg manuscript, start somewhere, then continue after 15 pages and
consist of 144 particles: 12 x 12.

This is a bit like Marcus van Crevel, the editor of Obrecht's works, who at some point started to investigate the
numerical relationships in Jacob Obrecht. At first he was certainly right, then over the years he became more
and more detailed and finally one began to doubt how far this goes ... 8

Another question about Die Blinden: Did you carry over Maeterlinck's text completely or only a selection,
and in which language?

It is almost complete; sometimes I have followed the French original (Les aveugles, premiere Paris 1891)
and sometimes used the German translation by Stefan Gross, so I have jumped back and forth.

7 Motherwell's Maxims - Morton Feldman

Robert Motherwell had a maxim that I do not always follow, but which nonetheless remains on my desk:
"No nostalgia, no sentimentalism, no propaganda, no spelling out, no autobiography, no clichés, no
illusionism, no description, no predetermined endings, no charm, no relaxation, no mere taste, no
obviousness, no coldness. Rather: immediacy, passion or tenderness, beingness as such, sheer presence,
objectivity, true invention, true resolution, light, the unexpected direct colors." %°

It is easy to formulate that ...

"No nostalgia, no sentimentalism, no propaganda" - agreed, I can stay away from that; what is "spelling
out"?

9 Friedrich Holderlin: Complete Works, Letters, and Documents in Chronological Order. Bremen edition, 12 volumes, Munich:
Luchterhand 2004 (and Darmstadt: Wissenschaftliche Buchgesellschaft 2004).

97 Friedrich Holderlin: hesperische Gesdnge, Bremen: Neue Bremer Presse 2001.

98 Cf. Marcus van Crevel's introduction to Obrecht's Missa "Sub tuum presidium" in the complete edition of Obrecht's works (Opera
omnia Vol. I, Part 6, Amsterdam 1959), begun in 1953 and discontinued in 1964, with his introduction to the Missa "Maria zart"
(Opera omnia Vol. 1, Part 7, Amsterdam 1964). See also van Crevel: Strukturgeheimnisse bei Obrecht, in: Musica 15.1961, 252 -255.

99 Robert Motherwell: What Abstract Art Means to Me, in: Motherwell: Collected Writings, 1999, p. 84ff.
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This refers to didactic explanations for our actions ...
Okay, I agree; what does "no autobiography" mean?

This means: an autobiographical explanation must not be a justification or an alibi for something that is
missing artistically.

That means he is not interested in poetry that says "I suffer"?

If the statement is just that, then indeed no one would be interested. But if the statement opens up insights into
contexts that mean something to other people, then it would make sense.

Clichés crop up very quickly, I think. Lachenmann once said that other composers would behave like tourists
in his sound world. That is the danger to which a prominent composer is exposed; others make use of his
stylistic feature. [s the imitation of a surface structure already a cliché?

It becomes a cliché if it does anything typical of the form. Even Lachenmann once said to me a few years ago
about Klangschatten - mein Saitenspiel (for 48 strings and three pianos, 1972), a piece I really like: "If only I
had not gone so far..."
Gosta Neuwirth'%? and I noticed during a performance of Mouvement (- vor der Erstarrung) (1982-84) that
it was, above all, a quite virtuosic piece in the end. Lachenmann, standing behind us, seemed to have heard
this, turned around and said, not without self-irony, "Doesn't that sound like Reznicek?"19* One can find
remnants of such clichés in any composer, inspired by French music, for example, a fast and often yowling
glissando or fast arpeggios.

What does "illusionism" mean for us musicians? Does it include flashes of sound like in English or
Swedish orchestral pieces, is it a kind of empty elegance?

No; I think a hollow elegance is something else altogether. There is musical illusionism especially in Steve Reich,
also in Ligeti the illusory rhythm, psychoacoustic tricks.

"Description” - that goes in the direction of programme music; that is where my music becomes
endangered. It contains a lot of extramusical reproaches and meanings. Akkordarbeit starts from a
descriptive situation, even if I only use it to materialize an idea - in Akkordarbeit, this idea is in fact the
representation of an extramusical phenomenon.

Yes, but the point is whether you stop at the descriptive or reachbeyond it. There is an orchestral piece by
Benedict Mason, Lighthouses of England and Wales (1987). That deals, among other things, with the history
of the representation of the sea in music. It would be descriptive if it were just about writing music that even
grandma says, "How beautiful, that's an ocean, isn't it?" But when you put together formulations, even clichés,

100 Ggsta Neuwirth, born in Vienna in 1937, studied composition at the Musikhochschule (with Karl Schiske) and music and theatre
studies at the University of Vienna. He received his doctorate in Berlin in 1968 with the thesis Die Harmonik in der Oper "Der ferne
Klang" von Franz Schreker. He taught in Graz from 1972, then History of Music Theory at the Berlin University of the Arts from
1982-2000, and at the University of Freiburg since 2009. His students include the composers Bernhard Lang, Peter Ablinger, Georg
Friedrich Haas, Arnulf Herrmann, Isabel Mundry, Hanspeter Kyburz, Orm Finnendahl, Enno Poppe, Oliver Korte, and Martin
Kapeller. His musicological writings include a work on number symbolism in Josquin's music and investigations of Ernst Kr’enek.
The fascination that athematic music exerted on Gosta Neuwirth forms the bridge from his own compositional activity back to the
14th and 15th centuries. His String Trio. Essays on an Autobiography (1953/76) shows Neuwirth's involvement with the trends of
new music during the period in which this composition was written. Neuwirth is concerned with the mutability of subjective
musical perception of time through "events" of changing density; he does not organise musical progressions through categories
such as "memory,"” but in an act of listening that dwells in the here and now, which is modeled on works of the 14th and 15th
centuries or the "pointillistic" phase of serial music.
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=

Emil Nikolaus von Reznicek (1860—1945), born in Vienna and died in Berlin, conductor and opera composer. His music seems to
have been rooted in Wagner's musical drama, at times illustrative, yet gloriously orchestrated. Despite occasional expressionist,
verismo, or even neoclassical echoes, his musical language reveals little distance from 19th-century traditions.
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compare them with each other, analyse them, reflect on them musically, then for me it is no longer merely
descriptive.

"Predetermined endings" - I also find them, I must say self-critically, in Chord Work (1971), In
Understanding Music... (1974), in Spielwerk (1984) ...

But is Motherwell writing this with reference to music, to temporal art? Does it not rather mean, when I start,
I do not want to know how it will end?

Philip Guston recounts that Morton Feldman visited him in his studio and asked when the painting would
be finished. Then Feldman fell asleep while Guston was painting. And then when Feldman woke up, Guston
decided, "Now the painting is finished!"

How does it relate to Motherwell’s maxime "charm"? A charming piece, does that have to do with grace?

Charm obviously does not occur in Motherwell, but I would not discount that out of hand.

And "no relaxation"?

Yes, if that corresponds to a certain laziness.

"Mere taste"?

This is also true in music; if a piece alone satisfies good taste, then it does not have much to say.

What does "obviousness" mean? Is a piece "obvious" if its message is too clear? Or if the means are too clear?
Would Alvin Lucier, when you know the glissando goes on for a whole piece, or Tom Johnson, when you
know he is counting on for another twenty minutes, be too "obvious"?

I would say: no! The performance is "obvious” in a way; you understand almost immediately the idea of the
piece and know about the strategies that come into play, but you do not yet know exactly what will come of it.
This is more problematic with Steve Reich's phase pieces, which are fascinating at first and of which it is clear
after a while how they work. But even so, it can be the case that the process of shifting between the phases,
even if one knows the principle and therefore knows in principle what will happen, remains interesting and
even fascinating in detail.

The last point is "coldness".

By that, I think Motherwell means a detached, somewhat cynical coldness. If it is only a matter of not being
warm, then I do not agree with that. All those criteria are not the only ones, after all. I just wanted to start our
conversation today a little bit broader than it has been. You just mentioned Feldman. Can you say more about
his importance for you and your music?

In Nuremberg, [ had heard Werner Heider's ensemble play Feldman's The Viola in My Life 1. Then I also
bought some of his piano pieces that were published by Peters at that time. [ liked them for their quietness
and simplicity. Then [ went to see him in Buffalo in 1974 or 1975. I went to his apartment and he was
cleaning a brass grate that belonged to the fireplace. Then he called his girlfriend, who was having problems,
finally disappeared into the bathroom for at least half an hour - and I sat around waiting. After that, he came
in freshly bathed, sat down in the chair, and held court while placing me in the child's chair, a piece of Shaker
woodwork, opposite him. [ knew then that of all the people I portrayed in Desert Plants, he was the closest
to me.

Also on a human level? Did you not find a large contradiction between his person and his music?

Of course I liked his music ... that Feldman could sometimes be a bit monstrous, I noticed only later, in
Darmstadt in 1982 or 1984, when he paced up and down in front of the audience like a tiger and loudly
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insulted a lady whose question he did not like. At that time he was puzzling to me. He was making a lasagna
on a sheet about 40 x 30 cm; [ asked "Who else is coming?" and he answered "Nobody". He was just an also-
ran eater. He was dating Nora Post, the oboist, back then. She lived with him and I lived with her ... His
directness was sometimes hurtful.

Friedrich Hommel (1929-2011), who had taken over the direction of the Darmstadt International
Summer Courses in 1982, usually introduced his guests in somewhat long-winded detail. In 1984, he
presented Brian Ferneyhough, among others, and in the same year Feldman was there, whom Ernstalbrecht
Stiebler from Hessischer Rundfunk had suggested. Hommel now felt he had to present Feldman in as much
detail as Ferneyhough, but he did not succeed because he simply knew too little about him. Then, in the
cafeteria, either Brian would show up with his entourage or Feldman would show up with his entourage -
they seemed like two lindworms avoiding meeting each other. When Feldman left, everyone else got up and
followed him like the Pied Piper of Hamelin. Once he brought five kilos of scores by Wolfgang Rihm, which
Universal Edition had probably given him: "I like Wolfgang, his paths through the pieces ...", he commented.

My impression is that Feldman became so monstrous only in his later years. It was not that extreme before; it
seems to have started only in the '80s.

Feldman was in the Beginner Studio twice, the first time with Eberhard Blum°? and Jan Williams, the second
time with Cologne musicians. On his first visit, Feldman also played the piano himself, turning the piano
away from the audience and, because he could not see very well, writing the names of the notes on the white
keys in pencil. Then this piece Why Patterns? for flute, glockenspiel, and piano (1978), which exists in two
versions; in one of the versions, everyone plays rhythmically independently of the other at the end, and
Feldman then suddenly continued playing alone at the Beginner Studio performance. Something similar
happened much earlier, in 1972 or 1974 in Berlin. Feldman's Piece for Four Pianos (1957) was performed
there, which I myself later played in Munich with Frederic Rzewski, Dieter Schnebel, and Christian Wolff.
Each player has the same score. One begins together, whereby each may realise his own tempo, but all
players should stop together. In Berlin it happened that only three players (Feldman, Wolff, Rzewski)
stopped together, but the fourth continued to play for several minutes - it was John Cage!

Feldman's later piece for five pianos ("Five Pianos,” 1971/72) is then again much more precisely notated.

1984 was the big festival at Beginner Studio in Cologne, with the premiere of Feldman's eighty-minute Trio
for Violin, Cello, and Piano (1980) by the Cologne Clementi Trio.1? Herbert Henck played Triadic Memories
(1981) in what Feldman called "the best performance” he had heard to that point. Beth Griffith sang
Feldman's Three Voices for soprano and tape (Frank O'Hara, 1983). At one point [ heard the piece on the
radio and was quite horrified: they had recorded our performance, but were broadcasting only the tape!
They did not even realise that it was a piece for three voices. Then I called and complained, which led to
another disaster: the playback tape that John McGuire had recorded was then erased by mistake!

Then at the Theater am Turm in Frankfurt am Main, also in 1984 with Feldman, was the four-day
festival Future of Lokale Musik, organised by my friend Stefan Schadler. Chris Newman%* was also among

102 Eberhard Blum (1940-2013), flutist and visual artist. At the invitation of Morton Feldman, he was at the Center of (for?)
the Creative and Performing Arts at the State University at Buffalo from 1973-76 and again in 1978. With Blum, pianists Feldman
and Nils Vigeland, and Jan Williams (percussion), the ensemble "Morton Feldman and Soloists" formed in 1976. From 1975 Blum
was also engaged in sound-poetic music pieces combining sounds and poetry, which contain speech elements and vocal sounds.
His pictorial works show numbers, letters, and words, as well as geometric forms.
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Deborah Richards (piano), Daniel Spektor (violin), Manuel Gerstner (cello).

104 Chris Newman, born in London in 1958, is an experimental border-crosser between the fields of music, painting, video, drawing,
and literature, active as a composer, painter, author, and performance artist. He studied at King's College in London from 1976-79,
moving to Cologne in 1980 to study with Mauricio Kagel. In 1982 he performed publicly for the first time with his own songs. In
1983 he founded the rock group Janet Smith and an ensemble that included Michael Riessler and Manos Tsangaris (LP recording at
Theater am Turm in Frankfurt). In 1984 he met Morton Feldman. Newman began painting in 1989; subsequently, since 1994, he
has created installations combining various media, live installations, and installation concerts. His paintings and drawings are
represented in the Museum Kolumba in Cologne, the Neues Museum Nuremberg and the Neues Museum Weserburg, Bremen. He
lives in Berlin.
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the participants. The lectures and conversations were all transcribed. From these I took the 30 Anecdotes
and Drawings, which, including Feldman's drawings, the Drawings, went into my Feldman volume, the
Essays. He said about it, "Zimmerman is my producer, he always takes away the drawings when he thinks
they are finished." He was drawing as he spoke, and [ immediately took the drawings for myself so they
would not get lost. The Essays were published in 1984 in an edition of 1000. For this I collected all the essays,
interviews, and statements that could be found at the time. 105

How close did you personally feel to Feldman's music at a time when his pieces were getting longer and longer,
while being very subtly structured?

We were bowled over by these pieces, so to speak. The [first]String Quartet (1979) was played by the Kronos
Quartet at Beginner Studio probably in 1980. I thought that was quite fantastic.

... after all, it only takes a hundred minutes ...

At the performance of the Second String Quartet (1982-83) at Darmstadt in 1984, | sat next to Feldman and
it lasted five hours at that time - a crazy retreat also for the listeners. Very practical questions then arose,
for example, whether it was allowed to go to the toilet once during the performance.1%¢ [ analysed the Second
String Quartet in the context of these Darmstadt Summer Courses, laid the score pages on the floor and
marked the individual patterns in color, so that a vibrant sea of colours resulted from the recurrence of
these patterns. When Irvine Arditti entered the room, he commented, "A few pages for such a long piece."

By the way, I was not at all involved in the cult surrounding Feldman. I championed his music at a time
when he was not yet so famous. Even when the Essays appeared, he was not yet the cult figure he later
became, even more so after his death.

For my music, I took something from Feldman early on that had nothing to do with the surface texture
of his music: a certain calmness - lyricism, whereas so much new music seemed hyperexpressive at the
time. He was like a focal point for me: here is someone doing something different, an alternative to what I
knew as the general development of new music. Later, other elements came in: for example, in Die Blinden
(1984) you see how to break up a sound through little ornaments, how to bring things back in other
contexts; the mosaic principle of modular nesting I learned from Feldman - that is there in some of my
pieces that are not composed with the aid of a magic square. The matrix, on the other hand - the square-
rootprinciple: the proportions of the large form are contained in the proportions of the micro form - comes
from Cage, after all, and was foreign to Feldman.

At these events in Frankfurt in 1984, we were talking about the recognition that music gets, and
Feldman listened to a piece of mine: Phran, the first part of the Lédndler Topographien (1978-79). He then
somehow came to Mahler to tell me that he did not like the narrative in them, whereas they are not meant
to be narrative at all. | remember him saying to Chris Newman, who was playing a piano piece of his, "Now
play this passage a third higher; now play a fourth lower ..." He had an incredibly cultivated ear, and register
positions were known to be very important to him. On the negative side, his provocative spirit seemed to
me to mean that he attacked other people more often. Unfortunately, I also took over some of this quality,
but today I try to think before I say something ...

In 1982, Friedrich Hommel's first year as director of the Darmstadt International Summer Courses, the
kowtowing he did to the French, along the lines of "here is the future of music," struck me as rather
unpleasant and in part absurd. Perhaps it was simply the composition of the group. The fact that Hommel
sponsored certain people also provoked opposition. For example, a street musician I had picked up once
played very loudly on a Scottish bagpipe in this small courtyard in front of Irvine Arditti's room. One could
hear all kinds of non-European musical idioms during the breaks in this courtyard, which I played from a
tape. Lachenmann came by and recommended a (folding fan?) to me to make the neo-colonialist picture
complete.

105 Morton Feldman: Essays [bilingual edition: English - German], ed. by Walter Zimmermann, Kerpen: Beginner Press 1985.

106 As James Avery (1937-2009), pianist and director of the Freiburg ensemble SurPlus, reported, Feldman did not mind at
all if an audience member left a performance to run an urgent errand and then came back into the hall.
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The Darmstadt Summer Courses used to take place every year. Have you been there every year since 1969?
1970,1971, and 1972; then I lost that track, but came back in 1982, 1984, and 1988.
Did you come there in 1982 as a lecturer?

I was never really invited there as a lecturer. There were always at least two classes there - officially invited
lecturers and self-promoters, by which I mean composers who were allowed to present their works. In
1984, I was allowed to lecture, and Wolfgang Rihm and Carl Dahlhaus listened.!” And Rihm said, "You have
an original voice like no one else" - and that is how it stayed. It probably meant, "Be careful that you do not
get out of the corner you are sitting in ..."

In 1988 I was in Darmstadt again and Michael Riessler and the Arditti Quartet premiered my Fragmente
der Liebe after Roland Barthes for saxophone or basset horn and string quartet (1987) - and
Wiistenwanderung (1986) was also performed, two pieces after all. Ernstalbrecht Stiebler, who was able to
exert influence on the part of the Hessischer Rundfunk, helped behind the scenes.

*

Your teaching career, when did it start?

The Beginner Studio had started in 1977 and Frederic Rzewski called me one day and wanted to know if [
would like to come to the Conservatoire de Liege as a lecturer. That was an hour's drive from Cologne or
Kerpen, where I was meanwhile living with Gabriele Emde. I was able to use my French, and had there,
among others, a 79-year-old composition student who wanted to finish Schubert's "Unfinished" and often
fell asleep after only five minutes. Liege, Belgium and Germany were completely different in terms of
working conditions and atmosphere. The fact that [ always had to fill out a note about which students were
there, "présent - manqué ...", saved me later when the administration of the conservatory claimed that I had
taught too little and had to pay back part of the fee I had received from 1980 to 1984. Despite the sometimes
somewhat chaotic conditions, I enjoyed my work there incredibly. In 1988, I then spent a short time at the
Koninglijk Conservatorium in The Hague.

Wolfgang Rihm later brought me to Karlsruhe, where [ had teaching assignments from 1990 to 1992.
Nanne and I had moved to Frankfurt am Main after the year at the Villa Massimo (1987), and I was able to
travel back and forth between Frankfurt and Karlsruhe comfortably. Dieter Schnebel then informed me that
there was a vacancy at the Berlin University of the Arts, the successor to Frank Michael Beyer, where I
received a professorship in composition in 1993.

I have been teaching since 1979. My ideal was not to repeat myself even as a teacher, and I have now
[2004] done only two or three seminars twice for 25 years, which is still almost 50 semesters. There have
always been new topics ...

(For continuation, see chapter 12 Recap 2018)

8 Rome and Renaissance Emblems

107 Walter Zimmermann: Darmstadt Lecture - Caught or Serene? Lecture during the 32nd International Summer Course for New Music
in Darmstadt, 24 July 1984. - https://beginner-press.de/darmstadt_lecture.
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How did you actually come to the Villa Massimo?

You had to apply in Bonn. I was not doing well at the time; I was in a serious crisis and had to get out of
Berlin somehow. I was lucky that it worked out. At the Villa Massimo, I met Nanne Meyer and we wrote
songs together, which Nanne drew (see p. 295 [Am Ende priifen!]). 198

During this phase, very good pieces were created ...

Yes, this crisis meant that I had perhaps my best output. It started with Wiistenwanderung for piano
(Friedrich Nietzsche / Ezra Pound, 1986), which had been written earlier in Venice. My then-girlfriend, for
whom [ had moved to Berlin, had a radio play project in Venice at the time. She was very dominant and
demanded that I record the sounds of her high heels on the pavement.

So, she needed a microphone dog ...

So to speak ... This led to the fact that I had paranoid states at times and saw one of her lovers in every
corner. In this situation I could only save myself by writing in my room with a ruler the Wiistenwanderung,
a piece of twenty minutes. Ezra Pound also lived in Venice, and I visited his house there, setting his last
words at the end of Wiistenwanderung to music: "Re USURA: [ was out of focus, taking a symptom for a cause.
The cause is AVARICE." - 199"Jsura" [use, utilisation, enjoyment] - that is the word Pound used to describe

usury, interest, capitalism, and imperialism, and at the end of his life he replaced it with "avarice" - greed.
110

The piano piece Wiistenwanderung is preceded by a poem:

Where is my stop?

Where I and you do not stand.
Where is my last end

which one i should go to?
Where you can find none.
Where should I go now?

[ still have to talk about God
move to a desert.

Angelus Silesius

In seven voices, the creation of the world soul is traced according to Plato's Timaeus, which becomes increasingly
complicated and collapses at its own complexity, having become a machine. Seven forms of articulation, from tenuto
to martellato, try to save an "I - You" through the network of seven layers, but they get lost in the machinery. The
seven interval layers follow the proportion 1:2:3:4:8:9:27, an interlocking of duodecimes and octaves, a juxtaposition
of the harmonic proportion 6:9:12 (e3 - a2 - al) and the arithmetic proportion 6:8:12 (e3 - b2 - e1) (may need to
explain that B is meant here?), which increasingly fills up to narrower and narrower interval layers until the whole
tone row is attained, which finally breaks into a chromatic row. The piece is almost unplayable, since the
superimposed layers, each of which passes through the piano space at its own tempo, cause a constant crossing of
the lines; for a pianist to bring it to life verges on the limits of playability. This overload of demands corresponds to
the path described - a path into error, into the desert that must be crossed. Along the way, a Nietzsche quote is
spoken111 and finally the aforementioned Pound quote.

108 Walter Zimmermann: Nanne Meyers Lieder, in: Lufttexte zu Nanne Meyers Reihe der "Blindbdnde," KoIn: Gimlet Verlag 2003, pp. 55-
86.

109 Thus ends Pound's 4 July 1972 preface to Selected Prose, 1909-1965, London: Faber and Faber 1973.
110 William Blake also saw Usura, usury - institutionalised greed for power and money - as the greatest social enemy.

11 Cf, fn 25.
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Strange this reference to the right, earlier to Ernst Jiinger and now to Ezra Pound, whom I also regretted, because he,
a brilliant poet, lastly supported Mussolini and had to pay terribly for it. The US was alarmed because Pound's anti-
Semitic and anti-American propaganda, which he had carried on in Rome, was to be considered high treason and
punishable by death. Therefore, they interned Pound in a camp in Pisa, where they kept him like an animal in a tiny
cage made especially for him, standing in the sun. A nurse ended this torture after three weeks and arranged for him
to be placed in a tent where, after about three months of strict solitary confinement, he began to write again. It was
there that the first Pisan Cantos were written. In July 1946 he was brought back to the United States and charged. He
escaped conviction because he was declared insane and placed in a state sanitarium in Washington. It was not until
1958 that he was released at the instigation of admirers of his work, including Ernest Hemingway. He then lived near
Merano in South Tyrol and died in Venice in 1972.

In any case, when I went to Rome, I had finally separated from my Berlin girlfriend - and had already lost
many friends before that. It was in these circumstances that the piano piece Wiistenwanderung was written
in Berlin and Venice, and then, after the separation, at the Villa Massimo, the Lied im Wiisten-Vogel-Ton for
bass flute and piano (1987), in which a children's song appears.

It was written at the beginning of 1987, while I had already carried the Nietzsche poem around with
me during my Berlin year 1986, my "Winterwanderschaft", and I broke free from the paroxysm of that time
by writing this deeply melancholy piece. That it refers to a nursery rhyme is both stripping away something
that has survived and entering something new. [ found this newness in the drawings of Nanne Meyer, whose
endless chains of associations have something of the Blochian utopia of childhood as he describes it at the
end of his Prinzip Hoffnung. This duality of sorrow and happiness carried over into the structure of the
composition. The bass flute scans the notes of a children's song with infinite slowness, grounding the
dialogue between the two instruments. Among the songs collected in Nuremberg was "Mein Name ist Hase,
ich weifd von nichts." The pianist whistles the original in short fragments. Otherwise, the song only appears
in transformations, which finally give way to a new, bitter song, which stands at the other end of the
"Winterwanderschaft" and does not lean on anything old. Nietzsche is silent atthis horizon.

This was followed by The Ecchoing Green for violin and piano (1989), which also features a children's
song: "Ich bin das ganze Jahr vergniigt". The beginning, maybe a page and a half of the score of Ecchoing
Green, was written in Rome, then the piece stayed put and the rest followedin Frankfurt. [ went through a
valley of depression, then met Nanne and came out of it - I produced these pieces in such a condition.

In Rome, by the way, I really enjoyed seeing the Renaissance friezes in the palazzi and churches. For
this [ read Allegory and the Change of Symbols in Antiquity and Renaissance (Cologne 1983) by Rudolf
Wittkower, who came from the school of Heinrich Woélfflin and Aby Warburg, collaborators of Erwin
Panofsky. This inspired me to write Geduld und Gelegenheit for cello and piano (1987-89); the piece goes
back to these Renaissance emblems.

Another key book was added: Pagan Mysteries in the Renaissance (1981) by Edgar Wind. In it there is
the chapter Being Mature is Everything, where the image of the dolphin is explained with the anchor, an
emblem of the fast and the slow combining. By the way, Nanne and I have a copy of one of these emblems-
the youth balancing on a ball in the sea and blowing into the sails so that he does not sink - from the
university library in Erlangen. 112This book by Edgar Wind has accompanied me for years, not only in Rome,
but even in Frankfurt. The stones - an aspect of eternity, the silence and tranquility of the ruins in and
around Rome - helped to cure me. The Pagan Mysteries became important for the string quartet Festina
lente (1990), before that for Geduld und Gelegenheit (1987-89) and then also for the string trio Distentio
after Augustine (1992).

Festina lente for string quartet, WZ 17.1 (1990)

Festina lente - hurry slowly! - is a frequently used hieroglyph of the Renaissance, which has its beginnings in ancient
Rome and can still be found today in stone-frieze fragments; so also in the Fontane delle Tartarughe, where young
men put one foot on dolphins while they lift turtles over their heads into a fountain bowl with their hand: The fast is
restrained, the slow is elevated. The Hypnerotomachia Poliphili contains numerous pictorial hieroglyphs depicting
the paradox of the simultaneity of the fast and the slow: a dolphin coiled around an anchor; a turtle carrying a sail; a

112 Peter Vischer the Younger (?): Fortuna amoris. - See the cover of the CD Mode 150 with Wiistenwanderung for piano (1986); Lied
im Wiisten-Vogel-Ton for bass flute and piano (1987); Geduld und Gelegenheit for cello and piano (1987-89); The Ecchoing Green
for violin and piano (1989): Dietmar Wiesner (bass fl.), Michael Bach (vc.), Peter Rundel (vl.), Hermann Kretzschmar (pno.). - Mode
150 (CD 2005).
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dolphin tied to a turtle; a butterfly on a crab; a hawk with clockweights in its beak; a blindfolded lynx. Edgar Wind
analyses these images (in: Pagan Mysteries in the Renaissance, Frankfurt 1981, p. 119): "These and countless other
emblematic combinations were meant to symbolise the rule of life according to which one attains maturity by
acquiring a strength in which speed and perseverance are equally developed.”

A painting attributed to Mantegna also deals with these emblems and places them in an action context that can be
described with the German idiom “die Gelegenheit beim Schopf packen" (grabbing an opportunity by the throat).
There, a youth balancing on a rolling sphere and striving toward a woman who turns her head of hair toward him is
held back by a woman standing behind him on a cuboid. The latter Patientia (patience) tries to keep the protagonist
from "Occasio"" (opportunity), fearing that seizing the favourable opportunity might turn into "Pcenitentia”
(remorse, revenge).

Indeed, there are numerous Renaissance illustrations in which patience, opportunity, and repentance appear
together. These three terms headline the first three movements of the string quartet, which attempts to connect the
fast with the slow on several levels. The first is that of the tempo, which is Slow - Fast - Slow in succession. The
second is that of togetherness by deploying double-stopping techniques, which are maintained from the first to the
last note, thereby endowing the piece with very difficult interpretive challenges. The double stops create the
intervals: major whole tone 9:8 (204 cents), minor whole tone 10:9 (182 cents), major semitone 16:15 (112 cents),
minor semitone 25:24 (76 cents), quasi unison 80:81 (Pythagorean comma), unison 1:1.

These intervals make possible the paradoxical interlocking of fast and slow: in the slow first movement Patientia, the
narrow intervals create a fast pulse, that of interference and beating. This principle - fast inner vibrations at a slow
outer tempo - is reversed in the second movement Occasio. There, above a fast outer tempo, the unison double-stops,
the inner oscillations, are ideally suspended. This movement also cancels the quarter-note reversals initially still
created between the instruments and strives toward a quartet unison, above the phrase translated into notes:
"patientia ornamentum, custodia et protectio vitae est." This passage forms the beginning of the third movement
Pcenitentia, which takes up the character of the first movement, but as a fatal admission of the irreversibility of the
attitude once abandoned.

The fourth movement Regressus in Infinitum is the opening of an inner space that replaces the conceded
irreversibility of time, which does not seek a foothold anywhere while finding new fixed points in the untenable.
Resembling the Zenonian paradox of Achilles and the tortoise, the distance between two double-stop glissandi in
unison divides incessantly: a unison that can no longer be one as soon as it moves, constantly changing its tonal
location. The few outbreaks into fast/loud territory always find their way back into the slow/quiet, whose interior
spaces are increasingly, if one only directs one's listening to it, of an "unheard-of” density. All four instruments finally
play their unison double-stop glissandi in "unison". An apparent unity on the outside only unfolds a veritable
multiplicity on the inside. The unison, although prescribed, does not take place. On the contrary, the attempt to create
it produces the conflicting vibrations and thus the tonal density of the beatings. This is how the attempt to make the
paradox of the festina lente sounds.

Listening to this piece, then, also needs a detachment from the surface of the outer character, indeed a kind of
counterfactual listening should be attempted. To sound out the fast in the slow, the slow in the fast. In this way, the
listener could also actively engage in the, for the, against the paradox.

9 Networks - Entanglements - Objectification

It always amazes me how many of these ideas run into each other, how the projects and the relationships
between them are constantly changing. Something that fits or seems to fit Ataraxia then suddenly becomes
another work, and so on. There seems to be such a labyrinth at work: Was this tendency toward labyrinthine
entanglements or interconnections particularly pronounced in the Rome period?
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Yes, for example Daimon - I came to the concept of Daimon as life energy through the Renaissance book by
Edgar Wind. Daimon was and still is the first part of Ataraxia for piano and orchestra (or for 13 instruments,
1987-88), but was premiered earlier by Frederic Rzewski in Rome in a concert by the Italian broadcaster
RAI as a piece for piano solo. I still remember him sitting in front of the piano, taking a deep breath, and
then hammering away.

Strictly speaking, the title Ataraxia is wrong, because the piece is not about "peace of mind", but about
the exact opposite, to achieve - following an Epicurean thought -the state of mental peace after a
performance of the piece. This piano solo, which Rzewski first played, later became the first movement
Prolog: Daimon of the piano cycle Aimide (1987 /2002).

Since reading Democritus I was looking for materialistic philosophers who formulated their thoughts
so vividly that one can translate them directly into sound. Later I came to the concept of clinamen, which is
related to my reading of Lucretius, the deviation from parallelism in falling, movement deviations of atoms
- atomic rain; declinatio denotes the angle of such deviation.

Is this obsession by the daimon also evident in the piano piece Desert Migration (1986)? Does this piece stand
at the beginning of a new phase?

Wiistenwanderung does not yet convey any world of ideas - at most the idea of the wandering and the
labyrinth. The title, after all, comes from Ernst Jiinger; it is the title of a little story by Jiinger that [ simply
liked. And at that time, Jiinger and Pound were a world of labyrinthine entanglement for me; the thoughts
of getting lost and of usura [usury] and avaritia [greed] played into it.

Did you also mentally connect Friedrich Nietzsche with it?

Nietzsche was my reading during the Berlin year of 1986. Marlis, with whom I was living at the time, was a
follower of Nietzsche and was desperate for me to write an opera about Zarathustra.

Again, the observation: there are a lot of ideas in the same sketchbook from that time, and the individual
components between the different projects are constantly changing.

The only way I could get a handle on my projects was to put them in cyclical contexts, to classify them
somehow.

With a certain distance, I can look back and classify my Berlin year 1986 as a phase of obsession in the
sense that ideas took possession of me that — as I must say today - were deeply alien to me, along the lines
of "Identify with the enemies!" Even before that there was this seductiveness, for example the episode with
Ernst Jlnger, that is, the quick following of what friends suggest ... I did not feel the barriers, the ego
boundaries, or jumped over them and was immediately ready to follow others. I get totally involved in
others, things that are foreign to me, until I either manage to work through it and get away from it, or it
happens that I get totally caught up in it. (A third path would be positive appropriation, internalisation.)
The break with Kerpen and Cologne, the loss of friends there, the new situation in Berlin, where I only met
the friends of my girlfriend at the time, meant shaky ground for me. I always declared myself
argumentatively against expressionism, but perhaps that was also out of the fear of not being able to resist
this language. I just do not want to dictate the thread that listeners should follow. Feldman said that he
appreciates this "path" in Rihm; that is precisely what I cannot do.

The thought of a music of the idyll, of the childlike was certainly also self-salvation - that is why I like
Jean Paul, who has the childhood landscape somewhere. The childlike is still part of a centre for me that I
want to express. And in fact I have not even started composing yet ...

Wolfgang Rihm is said to have said: If he wrote twenty pieces, two good pieces would be the result, but if he
wrote two hundred pieces, twenty good pieces would come out of it, which is why he preferred the latter ...

But the problem of objectification or self-distancing in artistic work remains. [ am in a phase of transition
and would like to reach a point where I can also compose without constructive crutches - out of free
decision, not out of a system or even a self-obsession. This is basically the yearning for free expression,
which is also free from subjective arbitrariness. The expression of freedom, as Schelling defines it, means,
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after all, the freedom to decide for good or evil ... There is no good or evil, but both are there in every
moment, together and ready to break loose.

With these influences that have stormed upon you, you constantly speak of other people's opinions and refer to
philosophers and literary figures. But the material of your music and your musical language are relatively
uninfluenced by this ...

In this respect, I am independent, stubbornly independent.
If anyone could have influenced you stylistically, it would have been Feldman. But that is not the case, either.

Yes, even the piano piece Abgeschiedenheit (1982), which is perhaps tonally closest to Feldman, is based on
a strict construction, that is to say on completely different premises. On the other hand, there are already
some stylistic slips, such as the beginning of Act Il of Hyperion (1989-90).

It may be that a composer tries something he does not normally do to find out how it works. Then it is a
curiosity, but not yet an influence.

So why do I not let myself be influenced musically?

Because you are a composer and not a philosopher. That is the point.

To return to Diirrenmatt, who wrote a book about his unfinished projects, and to Desert Migration, I have
a question about the form, which in this case is teleological up to a crisis point - a mechanism that leads to the
impossible, which is unusual for you as a form.

There are worse solutions ...
Atypical for your music I would say, but therefore not bad ...

My mediocrity: | always get weak at the endings. Akkordarbeit (1971), In Understanding Music... (1973-74),
Spielwerk (1984), Wiistenwanderung (1986), Fragmente der Liebe for basset horn and string quartet
(Roland Barthes, 1987) - all these pieces have this unison at the end. Pieces that do not have it I find contra
naturam. In the piano piece Wiistenwanderung, the harmonic horizontality is not subsumed in an overall
sound at the end, but the individual line remains contrapuntal in this piece; one hears four individual voices.
This is an interesting process, in my opinion. Perhaps that stupid swansong that then follows should have
been done away with. It is like in Wolkenorte (1980), where there is singing at the end. But that is my
provocative nature: There is too little singing in new music, so let us sing ...

So it is not that at the end of a piece there is something left to communicate only through words....

No, but the shouting out of this error of Pound, who at the end of his life no longer spoke, but had become
mute.

That is what makes it different from the other sung closes... You talked about nursery rhymes and nursery
rhymes in the Song in the Desert Bird Tone, etc.

In the late '70s I recorded children's songs in Nuremberg, some of which I then transcribed with all the
mistakes the children made. From these, some songs became part of Songs of Innocence for string quartet
with tape (1996; rev. 2004). The project Kinderlieder remained unfinished, Das klingende Griin (1979) was
once finished, but I have since withdrawn it.

What is the symbolism, the function, of the children's songs in the other pieces?

The Ecchoing Green (for violin and piano, 1989) is based on the children's song "I am merry all the year."
The song has four stanzas dealing with the four seasons: Spring, Summer, Autumn, and Winter. Now what
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happened was that as the children sang it, they increasingly forgot the words. So, forgetting plays a role ...
Now in my piece there are also four parts or stanzas that keep translating this song differently.

I took the title from a poem by William Blake - from the Songs of Innocence from 1789:
The Ecchoing Green

The Sun does arise,

And make happy the skies.
The merry bells ring,

To welcome the Spring.

The sky-lark and thrush,

The birds of the bush,

Sing louder around,

To the bells chearful sound,
While our sports shall be seen
On the Ecchoing Green.

0ld John with white hair

Does laugh away care,

Sitting under the oak,

Among the old folk.

They laugh at our play,

And soon they all say,

Such such were the joys,
When we were all girls & boys,
In our youth time were seen,
On the Ecchoing Green.

Till the little ones weary

No more can be merry

The sun does descend,

And our sports have an end:
Round the laps of their mothers,
Many sisters and brothers,

Like birds in their nest,

Are ready for rest:

And sport no more seen,

On the darkening Green.

First and foremost, there are different kinds of echoes - the echo of reverberation (or after-timeliness) and the echo
of simultaneity through different kinds of intonation in the violin and piano. In the first part, the song "Ich bin das
ganze Jahr vergniigt" is always there, but never quoted. In the second part, the text of the song is translated into one
eighth-note per letter. Thus, the second movement must begin with three triplets "I am that"; then follows a
quintuplet for "whole", then come four eighth-notes for "year"! The text is thus divided into equal rhythmic pulses
in the violin, and the letters become deviations in intonation taken from the melody of the song. Here a b ¢ did not
become a b ¢, but the transfer of the letters into pitches was based on a key: the eight tone lettersabcde fg h - the
white keys of the piano - trigger deviations in intonation, intonational (de-tuning?) echoes, in the violin (see the table
at the end of the score).

In the third movement, the same rhythmic principle practiced in the violin in the second movement now applies to
the piano part, which takes place exclusively on white keys. In the violin, there are different fingerings, four-note
chords corresponding to the black piano keys, with three loops running in parallel: speed of the bow, bow pressure,
and bow attack. It is very difficult to realise these three different hues. In the fourth movement - which symbolises
winter - these processes meet in a new song, an oblique, and broken, song.

Song in desert bird tone for bass flute and piano (1978)

The song in desert bird tone is based on the nonsense song "My name is Rabbit". It is also sung incorrectly, alienated
in the voice of the bass flute. The first notes of the flute are immensely augmented, prolonged by fermatas, with the
flute part sampling the melody; I then reached into my matrix box for the irrational durations in the piano part. For
example, 563 has the checksum 14; 14 is 2 x 7, so the note after a seventh must be placed somewhere in the middle.
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The balance between a melody that is an objet trouvé and the comparatively abstract piano movement was
important to me. The violin part is in Pythagorean tuning, thus in pure fifths, which results in a difference of 24 cents
- an eighth of a tone - between the respective corresponding notes of the upper and lower row.

Top row:

c g d ----a ---e---b---f#-c#1--g#-d#1-a#-e#-b#-fx1-cx1-gx1-dx1
Bottom row:

dbb asas ebb-bbb-fb-cb1-gb-db1-ab--eb1-bb--f1-c1--g1--d1 -al---el

The text of the children's songs was translated into music letter by letter; it is suspended in the music. For
example: "l am happy all year" - "I" triplet, "am" triplet, "that" triplet, "whole" quintuplet, "year" quartuplet,
"happy" octuplet —each projected onto the duration of the respective ictus of the nursery rhyme.

You had recorded a lot of children's songs at that time. Why did you choose these two: "l am happy all year
round" and "My name is Rabbit"?

Mein Name ist Hase belongs to this collection that I recorded in Nuremberg. The second song, Ich bin das
ganze Jahr vergniigt ( The Ecchoing Green, 1989), was sung to me by Nanne in Rome when we met; she
knows an incredible number of songs by heart and also wrote down the text of the four verses for me. Both
belong to the group of works of the Residua, the "Remnants". The first Residuum is the Before and the second
is the After or Since. And Residua in turn has a reference to Beckett.!13 Residua are leftovers that have been
left behind from larger contexts. [ originally wanted to write more Residua, but then it was these two. And
after that, or even at the same time, came Geduld und Gelegenheit (1987-89).

10 In Walter's Library

To what extent did you drag your library with you when you moved? Did you take the most important books
with you and otherwise always start collecting again from the beginning?

I had various cellars. In the Beginner Studio in Cologne there was a dry cellar in the front building, which I
continued to rent and packed with books, sketches, and materials when I left Cologne. I had this basement
from 1984, when I left Cologne behind, until I moved to Frankfurtin 1988 and the books went there. In 1986
I had taken to Berlin only the essentials; [ was "allowed" to read only Nietzsche at the time, anyway. And in
Berlin there were also enough bookstores where I could stock up. From 1988 on, most of it was gathered in
Frankfurt. I had also stored some of it with my parents. Then, in 1993, all the books came to Berlin.

And what else is in Seidmar? 114

There [ have my original manuscripts in a fireproof metal case. | have also meticulously kept the letters -
they are all there in the attic. Some of them are also mental odysseys, materials that revolve around finding

113 Samuel Beckett: Residua. Prose poems in three languages, Frankfurt am Main: Suhrkamp 1970.

114 [n Seidmar, located on the Jura plateau of Franconian Switzerland, Walter Zimmermann and Nanne Meyer lived in a former
schoolhouse from 1988 to 2014. After that, this second home was moved to the Uckermark, to Annenwalde (Templin).
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a material. 115At the end of his life, Friedrich Diirrenmatt did not write an autobiography, but a book about
all those of his materials that came to nothing.1'® Maybe I could do that one day, too ... But behind that is the
mania to think things through in such a way that you have already composed them and then you need not
do it anymore.

We will look at the books that are here later. But there are probably quite a few that are not here. Are the older
books still in Seidmar?

We can best solve this by going chronologically through my literary worlds. My case resembles that of
Michael von Biel, who first studied with Feldman and then with Stockhausen. That is how I got from
Adorno's Negative Dialectics (1966)

... SO vice-versa ...

and then ... perhaps to Cage. As I said a few days ago, this childhood friend and I went on intellectual
excursions together into the then-newly-published books from Suhrkamp's science or theory series. The
cover was white back then. It was also called the "white series" and, as I said before, I had always bought
them diligently. There was Erkenntnis und Interesse (1968) by Habermas, and also Erik H. Erikson,
published in the same series, on developmental psychology (Identitit und Lebenszyklus, 1966, 2nd ed.
1973). Then Wilhelm Reich, we already talked about that. And Marx, Das Kapital | read. Then everything
that was around it. Herbert Marcuse, Triebstruktur und Gesellschaft (1965): I even experienced Marcuse
personally in Cologne at a symposium at the end of 1970. Then, via Wilhelm Reich, this crazy American
psycho-stuff finally came to me: "altered consciousness," etc. That is all contemporary. Then there were also
collections of university studies about "Altered States of Consciousness", trance states, and all kinds of stuff
as well as "brain research" and, what was very fashionable at that time, biofeedback. It was now presented
at MaerzMusik as if it were the latest thing. [ knew that already in 1973/74.

... and David Rosenboom, who used neurofeedback in his compositional work ...

.. yes, Rosenboom, such stories, they did that. And that went on. A lot of ethnological literature then came.
Also Gregory Bateson, Ecology of the Mind.''7 Then a lot of anthropology, especially the American
anthropologists, behaviorism also plays into it. Then Vygotsky, Thought and Speech. Then the
H8gyntacticians were of interest, whether that was Ferdinand de Saussure or Jean Piaget. | became aware
of Piaget, at least in part, through Otto Laske.

And through Laske came Noam Chomsky, whose writings I had studied before. Then it was again about
"Human Problem Solving", that was the name of these books. They were published in a university series
and are now stored in Seidmar. These authors tried to solve the problem of human thinking, to formalise
thinking, so to speak, through such flow charts [diagrams that illustrate processes]. From there [ went on to
psychological and Zen Buddhist things. Finally, I came back to Meister Eckhart. This renewed interest in
Eckhart was triggered by Cage, who also quotes him in his writings: Daisetsu Suzuki and finally Shunryu
Suzuki, when the piano cycle Beginner's Mind (1975) was written.

And from that came the examination of German Romanticism, with Novalis, and from that, in turn, the
"Lokale Musik," which - I cannot unravel now exactly how it was connected - in any case only arose out of
my experiences in America. And the literature that came after that - well, if you go on now via

115 [n 2010 Zimmermann's manuscripts were given to the Archive of the Academy of Arts, Berlin.
116 Labyrinth. Stoffe I-111 (1981) and Turmbau. Substances IV -1X (1990).

117 Gregory Bateson: Steps to an Ecology of Mind: Collected Essays in Anthropology, Psychiatry, Evolution, and Epistemology, Chicago,
Nlinois: University of Chicago Press 1972; Engl. as Okologie des Geistes. Anthropological, Psychological, Biological, and
Epistemological Perspectives, Frankfurt am Main: Suhrkamp 1981.

118 Lev Semyonovich Vygotsky [Lev Seménovic¢ Vygotskij]: Denken und Sprechen, Russ. Original edition 1934, Engl. Berlin: Akademie-
Verlag 1964 (abridged), Frankfurt am Main: S. Fischer 1977.
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Sternwanderung (work group 7: 1976, 1982 /84, 1990), the next one was probably already Die Blinden (after
Maeterlinck, 1984). That is clear. I have already told you about my Nietzsche phase (Work Group 11: Desert
Migration, 1986 and others).

In Rome I then studied the school of Erwin Panofsky and Aby Warburg, that is, the writings of art
historians who were particularly concerned with the Renaissance. That was very important in Rome, where
pieces like Geduld und Gelegenheit (1987-89) and Festina lente (1990) were created. Then [ read Augustine
and found there the reproach to Distentio (1992). Then, after Rome - the preoccupation with pictorial
symbols lasted quite a long time - at some point Wilhelm Worringer, who had written Abstraction and
Empathy (1907), joined in. Worringer sees the origin in "abstraction", in symbolic abstract geometric forms
to ward off fear, and the development up to the Renaissance as "empathy” with, and imitation of, nature.
Then came a whole phase about ornament: the Austrian Alois Riegl is a classic of the 19th century; he set
the "will to art" as an analogy to the Hegelian world spirit, finding the objects for it on the Museum Island.'1?
And based on the objects of different times and cultures, one could study their principles. The description
of the ornament also belongs to this, in addition there was this Englishman ... (looks for the book) ... Owen
Jones, The Grammar of Ornament, who collected and arranged ornamental motifs; the volume is from the
19th century and first appeared in 1856.

Yes, I know the book. Were you also interested in Ernst Gombrich, for example?

No, Gombrich not so, but Wilhelm Worringer, who, as I said, wrote Abstraction and Empathy. That was on
the periphery of Geduld und Gelegenheit, Residua (work group 14: Song in the Desert Bird Tone for bass flute
and piano, 1987; The Ecchoing Green for violin and piano, William Blake, 1989), Festina lente. By having
these art historians address pagan customs in the Renaissance, 12°I naturally came back to the Greeks. These
were then the atomists: Epicurus and Democritus. Marx wrote his doctoral thesis on Democritus, 1?'and the
ancient materialist philosophers somewhat naively but precisely described how they think, what their
perceptions are.

And then there is also, triggered for example by an atomic rain, the principle of the clinamen, that
suddenly two parallels, caused by an arbitrariness, deviate and form vortices. That was the principle also in
Ataraxia (1987-88) that one perceives how small, very thin objects detach themselves from the objects and
fly towards one. At that time, at any rate, one thought that these were very small objects. That is to say, this
materialisation then gave me the opportunity to bring that into the materialisation of the piece as well -
after this Democritus and Epicurus, then, the Clinamen (I-1V for six orchestral groups, 1996-2001).

Diastasis / Diastema (for two orchestras without conductor, 1991-92) - that comes from Plotinus: the
"emergence"” of time. Then there was a phase in which I studied Augustine and other philosophies of time.
Plotinus: the diastasis, the disjuncture of time, this detachment. Then there were also all kinds of research

119 Alois Riegl (1858 -1905) developed the principles of monument protection and supported Schinkel's classicist concept of the
Museum Island, which had been built in Berlin at the time.

120 E]sewhere Zimmermann mentions Edgar Wind: Pagan Mysteries in the Ranaissance, London: Faber & Faber 1958; Engl: Heidnische
Mpysterien in der Renaissance, Frankfurt am Main: Suhrkamp 1981.

121 Karl Marx: Differenz der demokritischen und epikureischen Naturphilosophie, Diss. phil.,, Jena 1841.
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on late ancient philosophers. One'?? was called Simplikios (Simplicius of Cicilia).'?3 There were always these
disputes between Aion and Chronos , representing eternal time and measurable time. And Simplikios
somehow developed a third time that is between the two. This has to do with the question of context: how
is eternity perceivable in time, or does eternity have a chronometric time? There is also this quote from
Anaximander, which Heidegger translated. Only Heidegger's translation is a bit strange. Then words like:
"Un-Fug" come out of it and that reads then ...

Heideggerian style.

Well, I read Heidegger a lot; I also subscribed to the complete edition. In Rome I often read the edition of his
lectures on Parmenides and the one on Heraclitus, as well; the reading was always connected with a certain
curiosity, but - similar to Ernst Jiinger - from a somewhat skeptical distance. It was fascinating in parts, but
Heidegger's private language - that is: that he had to translate everything into his language — was ultimately
very suspicious to me.

It is striking here that you have not mentioned any book about music or composers so far. Is it indeed true that
such books did not play a role for you at the beginning? Maybe apart from this book about harmony in Debussy,
which you have already mentioned, but in general not...?

Yes, | have now only mentioned the books that were very important for my craft as a composer. From the
very beginning, [ tried to ignore music history and searched, so to speak, for the principle, "we have lost the
cadence, but we have to create new cadences - for every piece" (whose principle is it, by the way?). This is
all an expression of my search for cadences, so to speak, for "underlying formal principles on which music
is built." These were then for me, of course as a musician, attempts to look for principles in other traditions
and to experience a reflection that one projects back to sculpt the sound in a certain way ...

Maybe that is one of my secrets, why my music is always described so strangely, that it cannot be
compared with anything. Because it was always formed by something extramusical. Whereby it is of course
not as extramusical as one thinks, because the music also goes back to these principles. In this search, I
landed, so to speak, at the bottom of the principles of music, that is, the principle of movement or time or
the metaphorical and the intelligence of thought. As [ said before, I used to follow archetypes to some extent.
But unlike Nicolaus A. Huber, [ never got into C. G. Jung, whom I always found a bit turgid.

You are right, as far as the books are concerned, there is no music. But we can also show this parallel
line now: There was the confrontation with Debussy very early, then very early also with Machaut. The early

122 Plotinus: On Eternity and Time (Enneade 111 7). Translated, introduced, and commented by Werner Beierwaltes, Frankfurt am Main:
Klostermann, 3rd ed. 1981. Cf. in particular the commentary on II, 41, pp. 265-267: Sidotaocig ovv Cwng [diastasis oun zoes]:
"'Disengagement of life (disintegration, extension, distance, detachment)' is an essential element of time, which qualitatively
interprets the formally seeming succession, especially through the concept of life." Related to this, then, are the readings as the
extension of life within a "sensuous” world, or as the "dissociation of the life of the spirit gathered in itself into the life of the soul
determined by succession."” Ossia: "Towards the One, the spirit, and the soul, diastema (state) or diastasis (act) is the basic feature
of the sensuous world and thus of space and time. Or: the extended-being, the detachment of space and time justify the detachment
(differentiation) of the sensuous world as a whole."”

After Plotinus (204/205-270), Augustine (354-430) famously speculated about time in the 11th book of his Confessiones. On the
term Distentio, see also Zimmermann's commentary on his composition of the same name, the second work in the series "On Time"
after Festina lente. The five movements of the string trio Distentio are inspired by five passages in Augustine:

I. " ... distentio est vita mea" [My life is divisive expansion] (11, XXIX, 39).

II. " ... distenditur vita huius actionis mea" [The life of this activity of mine then splits me] (11, XXVIII, 38).

III. "An vero, si cessarent celi lumina et moveretur rota figuli, non esset tempus, quo metiremur eos gyros et diceremus aut
aequalibus morulis agi, aut si alias tardius alias velocius moveretur, alios magis diuturnos esse, alios minus?" [If the celestial lights
were still, but a potter's wheel turned, would there be no more time? With what would we then measure their rotations, in order
to be able to say, they ran evenly or - if it rotated once more slowly and once more quickly - the one period was longer, the other
was shorter?]. (11, XXIII, 29).

IV. " ... et tumultuosis varietatibus dilaniantur cogitationes meae, intima viscera anima mea" [My thoughts, the innermost bowels
of my soul, are torn apart by the turmoil of manifoldnesses ...]. (11, XXIX, 39) 29, 39.

V. "at ego in tempora dissilui, quorum ordinem nescio” [I, on the other hand, am fragmented in the times whose context I do not
know]. (11, XXIX, 39).

123 Erwin Sonderegger: Simplikios: Uber die Zeit. A commentary on the 'Corollarium de tempore’, Diss. phil, Zurich. Géttingen:
Vandenhoeck & Ruprecht 1982
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polyphonists have always fascinated me very much, then of course also the ars subtilior. And at the age of
13 I also had a huge Richard Strauss phase, but that was ante natum, so to speak ...

But this is about music itself, not about books ....

In this [ am a strangely uneducated person: out of instinct I have tried not to learn harmony, so as not to
educate myself. Because with very many people who are incredibly good at it — like Mathias Spahlinger, for
example - [ notice that they become idiosyncratic and want to act against it, so to speak. Okay, you can say
that I tried to conceal my ignorance. But it is so peculiar; there are poets who can pull all the stanzas and
sestinas, the historical forms, out of their sleeves - like Joseph Brodsky, perhaps, who was incredibly well-
read in this. And there are people who are not interested in such forms at all, which does not mean they do
not know them. For example, John Ashbery; his poetry, after all, has nothing of any historical form or
traditional poetics. For me, this tabula rasa history is important - as well as all the principles of Stockhausen,
which [ have somehow internalised. This starting from scratch, this "beginner's mind feeling": even if
ultimately the piano cycle Beginner's Mind (1975) comes close to tonal music, it is not written out of a tonal
consciousness; on the contrary, someone who has internalised tonality could not have written something
like that at all. He would have reacted dismissively before such proximity, but I did not see this proximity at
all at that time. Of course, one can criticise this ahistorical view. It also has to do with the fact that I have
always somehow skirted around such a historically-oriented musical education ...

... as did Xenakis, who never bothered about this point of view. But books about new music, for example the
"Darmstddter Beitrdge", you have read them, right?

Yeah, sure. For me, the first volume by Ulrich Dibelius, Modern Music after 1945, was a kind of bible
immediately after it came out, especially with the music examples. I think it was published in 1965, when I
was 16 years old. I looked for ages at the notations by Pousseur or Stockhausen that were in there, and
thought to myself, this can not be true! These crystalline overlays, [ found them incredibly interesting, and,
as [ said, I also saw the notations of Stockhausen's Klavierstiicke early on. So Dibelius' book was quite
important for me. [ even still have the first edition, that was practically my book zero. Here it is, already
yellowed paper. It was 1966. [ studied it carefully and looked at the music examples like revelations ...

So for example Kagel's Transicion or Berio'sCircles ...
Yes, that was incredibly important; from there [ went on, so to speak ...

These are examples of scores that are striking as imagery, but they do not seem to play any role at all in the
notation of your music. That impressed you at the time, but you did not want to imitate it at any time?

No. I could not have done that at the time, because I had not understood it all yet. I was 16 years old in
1965/66. Then I also bought scores: the Requiem (1963—65) by Ligeti, which I even had bound; Passaggio
(1961/62) by Berio, the Gruppen (1955/57) by Stockhausen; I already had his Klavierstiicke. Then his Zyklus
for a percussionist (1959) and Telemusik (1966). All that at a young age, around 18/19, 20/21. So that was
my fodder, the serialists. What remains of it, though, is the serial approach. For me, serialism was always
the tool of the zero hour, the tabula rasa. This extreme systematisation in serialism was the call for me to
pursue such pieces as Akkordarbeit (1971) with an incredible theoretical effort. Or also In Understanding
Music... (1973-74) - that I thought my way into literature in this way is basically a further thinking of
serialism, not from the view of a compositional technique, but that one arranges material - thoroughly
investigated - not even so much musical material, it can also be thought material. So, I transferred serialism
to thought material, from tones to metaphors or crystals of thought.

Later I also had the idea the other way around, that certain thoughts can be materialszed as music. Ideas
like Distentio: "The stretching of the hand to a glissando with a flageolet on the neighbouring string" would
be a materialisation of the idea of Distentio, of stretching. The more, the greater the intentio [tension,
tenseness, strain], the stronger the expression, and the less the intentio, the more it seems relaxed or serene.
That os the sort of thing I have tried to map directly. Whereas in serialism numbers went into sound, I
replaced the number was with a modal thought complex, thought knot or whatever you want to call it.
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Was that the case from the very beginning?

Yes, so if you look at Akkordarbeit now, it is programme music with strong procedures of analogy. That is of
course the opposite of the abstract ideal that the early serialists had. They did not want to have any allusion
at all ... I made attempts to discover building blocks for a composition in literature and in other areas and
worlds of thought -and this instead of the historical building-blocks. I shared that with the serialists, a
certain isolation from history. But it comes back to you anyway, so to speak - like a regressive impulse
according to the principle of the Brothers Grimm fairy tale of one who went out to learn to fear. He sought to
fear, went out into the world, and had all kinds of experiences.

I think you found your way to Gertrude Stein very early on through Helmut Heifsenbiittel?

I discovered As a Wife Has a Cow in an anthology of contemporary texts that Heifsenbiittel had edited.

So, in addition to these scientific and factual books, you had also read literary books ...

Yes, in literature at that time I found the formal texts very interesting, for exampleGertrude Stein. 124 also
got that a bit from Werner Heider, my teacher, who was interested in Eugen Gomringer, 25the founder of
concrete poetry, he liked people like that.

Concrete poetry in England also included visual poems by Ferdinand Kriwet that'?® could be viewed.

Yes, exactly. Kriwet was also represented in Neue Musik. That includes what is lying here right now: Hans
G. Helms' Fa:m' Ahniesgwow [a book in a slipcase with a 17 cm record].

That was on the table two years ago when I was here; [ was going to ask you if that Helms had a permanent
position.

It is one of the oldest books I had. There are books that you always carry around with you... Do you know
Hans G. Helms?

Yes, that was very topical at the time ...

.. and I also thought it was great that Hans G. Helms'?” was the only one who had something to oppose this
idolised Bernd Alois Zimmermann. You know that argument about Die Soldaten?

124 Walter Zimmermann: As a Wife Has a Cow. Seismography of a text by Gertrude Stein for piano four hands (1970).

125 Eugen Gomringer, born in Bolivia in 1925 to a Swiss father and a Bolivian mother, studied national economics and art history in
Bern and Rome from 1944-52. From 1954-57 he was secretary to the architect Max Bill at the Hochschule fiir Gestaltung in Ulm.
From 1977-90 he taught as professor of the theory of aesthetics at the Diisseldorf Art Academy. With the visual artist Dieter Roth
and the writer Marcel Wyss, he founded the magazine Spirale in 1953 and edited the book series konkrete poesie - poesia concreta
in 1960-65. In 2000 he founded the Institute for Constructive Art and Concrete Poetry (IKKP) at his home in Rehau, Upper
Franconia. His extensive collection of concrete art and poetry formed the basis of the Museum fiir Konkrete Kunst in Ingolstadt,
which opened in 1992.

12

o

Ferdinand Kriwet (1942-2018), radio playwright. In 1959-60, Kriwet wrote a book without an end or beginning, with the
entry succeeding at every point: ROTOR. His radio work began in 1961 with the spoken text Offen (audio text 1). This was followed
by visual texts that left the traditional medium of books and were published in exhibitions and on billboards. In parallel, Kriwet
developed theoretical manifestos on acoustic literature, which became the basis for his radio works. He composed image and sound
into text films, which were shown in mixed-media shows in art galleries churches, and cinemas. His work includes painting,
sculpture, music, texts, poetry and mixed-media, visual and concrete poetry, and interdisciplinary speech communication. The
sound material for his audio texts comes mainly from radio and television, a sonic pool that he arranged according to semantic and
musical-rhythmic aspects and combined with media quotations to create auditory collages.

127 Hans G. Helms (1932-2012), writer and composer, social and economic historian. Worked with Gottfried Michael Koenig in the
WDR electronic music studio from 1957. Advised by Werner Meyer-Eppler, the Bonn phonetician and founder of information
theory, who had already assisted Herbert Eimert and Stockhausen, he conducted sound analyses and phonetic experiments with
Koenig, which were supplemented by linguistic studies. A circle formed in Helms' apartment that included the musicologist Heinz-
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No, I do not know.

It is quite interesting. Helms thought, from a Cagean perspective or from this attitude of a sound poet, that
Die Soldaten was simply an old-fashioned piece, and that was a slap in the face for the Cologne people who
were just trying to canonsze him. There was, of course, a great deal of coquetry involved, this provocative
spirit. This was played out in Melos 1967 or 1968, there was a famous exchange between Bernd Alois
Zimmermann and Hans G. Helms. 128

And which of the two did you identify with back then?
I knew Die Soldaten very early on because I had bought the score and the Wergo records, too.
... which was only mono ...

Yes, and [ listened to them often at home on my record-player. So very often. And it was always like a gigantic
thicket and I tried to grasp it again and again; I also had Wozzeck in Karl Bohm's recording and the score, I
bought it very early. And I also knew Lulu. Listening to Wozzeck and reading the score was a revelation for
me. [ was maybe 17, so very young, and I sat there all the time trying to enjoy this Wozzeck.

1 did the same with the B6hm recording.

Yes, that's a great piece. And then, Bernd Alois Zimmermann was a tad too hysterical for me there. Those
high tenors, do they have to be? I found in the whole of DieSoldaten a great divergence between the beautiful
orchestral writing and the very woodcut melodic writing, totally without inner necessity, quite contrary to
Berg's melos ... Feldman used to say "notes but no music".

For me, the musical writing in Die Soldaten is still derived, at least in part, from Zimmermann's Stravinsky
phase. You can observe it in the score.

Yes, really? But this style of singing has nothing to do with Stravinsky.
No, but the rhythm, which contributes somewhat to the stiffness.

Ah, yes, that may be so. But as I said, those were then musically my early influences. In 1970, at the age of
21, I was in fact already so far along that I had an overview of modernism from studying the scores and
playing the music. So I played Op. 24 (Concerto for Nine Instruments, 1934) by Webern on the piano with
the ars nova ensemble Nuremberg, also some other pieces, including Klavierstiickeby Stockhausen, albeit
not publicly, just for myself as best I could. Klavierstiick VI (1954-55), however, was not. [t was somehow
too epic for me, too difficult with this zigzagging tempo. But all the others I played through, as you read it,
not concert-ready, but genuinely, and I enjoyed that incredibly. So, at 20 or 21, I went to Cologne and I had
already done my self-taught studies. You were not there then; then there was a big part of skepticism to the

Klaus Metzger, the composers Gyorgy Ligeti, Franco Evangelisti, Wolf Rosenberg, and Mauricio Kagel. This circle strove for an
analytical reading of James Joyce's Finnegans Wake. Against this background, Helms composed Fa:m' Ahniesgwow, which was
followed by the Stories of Yahud and Daidalos, the latter as a collaborative work with Hans Otte. In the US and Canada, Helms
investigated computer and telecommunications technologies and automation in industry, commerce, and administration, and their
effects on the world of work. He analysed the effects of new technologies on the concentration of capital, on transportation, and on
urban planning. In 1989 Helms returned to Germany and settled again in Cologne; in 2003 he moved to Berlin. In 1993 he resumed
his artistic work as a work in progress with the literary-musical Miinchhausen project in conjunction with which he pursued
research on fascism and studies on the history of the development of Jews in Eastern Europe. He wrote about capital concentration,
urban planning, and the consequences of electronisation in all areas of society.

128 Hans G. Helms: Voraussetzungen eines neuen Musiktheaters, in: Melos 34.1967, H. 4 (April) and Bernd Alois Zimmermann's reaction:
Die Notwendigkeit, eine Invektive zu verfassen in the November issue of the same year.
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point of self-sacrifice. Well, I could have made a wonderful career of a composer who had a piece like
Akkordarbeit, a publisher, etc.. But my path was more complicated.

How could you have been promoted better back then?

Yes, I probably should have just ... good question ... maybe, I do not know, was Bernd Alois Zimmermann a
good teacher? I never got around to it.

Yes, I think so.
If he had lived on, I probably would have studied with him ....
Johannes Fritsch was with him. Clarence Barlow, too, to some extent, but very briefly.

But maybe my impulsiveness or my inner energy was somehow too demanding for me to surrender to a
teacher like that. Today I always wonder how long all the students stay in a music conservatory. You are
still here, what do you like here? What is it?

But when you studied ethnomusicology, you also read books by Jaap Kunst, and...

Jaap Kunst I still have there. I have also given away many books, among others on African music. I knew
Habib Touma (1934-1998), a Palestinian, whom I got to know through Kagel in this "psychiatry course" in
Bonn. [ was in contact with him several times after that. He wrote this book about Arabic music, published
by Heinrichshofen's.1?° He introduced me to the culture of the Nubas, as well. He went back to Israel,
tragically, very late, and then died a year after his return. So, Habib Touma and also Marius Schneider, whom
I never met personally, only through correspondence. I was already very inspired by his writings, because
I always thought that the polyphony that he compares between the ancient cultures - the non-European
cultures and the European Middle Ages and the Renaissance - means a broadening of Eurocentric thought.
I thought that was great. He is suggesting, yes, that the Pygmies have as complex a counterpoint as Jacob
Obrecht...

While I think that is a bit exaggerated, but sophisticated it is ...

Well, of course, I also found that exaggerated, but somehow it was great that he had this thought at all. At
that time I did not know that there was racist thinking behind it. He said that there would be a circle around
the world, the megalithic cultures, and whereverthere were megalithic cultures, there would be polyphony
.. back then I thought that was a great opening up of thought. At that time there was no awareness of
multiculturalism at all, very different from now. It was taboo for strange people in musicology or
ethnomusicology in Cologne to think that way ... Schneider was for me the bridge, so to speak, between
medieval polyphony, Renaissance polyphony, and non-European music. Of course, | was also interested in
polyphony in non-European music. And in traditional Balinese and Javanese culture, the nature of
polyphony appears primarily as the result of a social structure, for example, that everyone contributes only
a few pieces of the mosaic to create the whole. The whole is more than the sum of its parts.

Yes, it is like this in Bali, that the inhabitants of a village all take part in it, so they have a role within a
performance....

Yes, exactly. And this kind of conviviality, that everyone gives only small pieces of the mosaic and not one
plays a solo melody, led to the Ldndler Topographien (for orchestra, 1978-79). The Léndler Topographien,
the way the web of voices is split, is directly related to the experience of this hocket-like polyphony. The
hocket, as it is in Machaut's work, this juxtaposition of small particles, fascinated me incredibly because it
dissolves the principle of primary and secondary voice. It sort of makes the primary voice and the secondary

129 Habib Hassan Touma: The Music of the Arabs, Wilhelmshaven: Heinrichshofen's 1975
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voice the same, they are everywhere. I thought that was really, truly great, as a remedy against this
expressionist culture, against the red thread that leads through the piece, the violin solo or whatever.
Whereas Alban Berg's violin concerto is a masterpiece ... I do not mean this enormous piece, either, but
rather criticise the attitude that is often behind such solo concerti.

Yes,  understood that as well. As far as your ethnological studies were concerned, was there a balance between
theory, social significance, performance practice, etc. in relation to this non-European music?

Yes, I learned a lot in terms of a different understanding of the subject, for example that of the musicians of
folk music - one African harpist makes music the way you make a piece of cloth, a textile. He plays it by
knitting the structure, that is it. There is no particular emotional involvement. Their songs have lyrics and
meanings, of course, but they do not interpret them in an entirely emotional way. They act relatively
independently of the content and contexts; they are not "detached" but they are "non-attached to emotional
affects”". They have a non-subjectifying, a super-subjective attitude, so to speak. I found that incredibly
instructive.

My entire aspiration in music always went in that direction. I tried to achieve something through a kind
of polyphony like that, which then led into a non-centered tonality, into a polyphony - several layers
reflecting on each other - about which I then always said: "The listener has to find his way, it is not a
dictation." I learned from that way of making music without copying it; it was my principle early on. I was
always looking - I may have internalised this from Chomsky - for a deep structure that must be reached in
order to understand a piece abstractly. That is, you do not need to quote music if you understand things
abstractly. I go to the abstract level and dive into another musical layer. That was then also the case with
the other pieces like Akkordarbeit (1971) or In Understanding Music The Sound Dies (1973-74): that you
just go back behind the principles of, for example, a piano concerto. So at least it was an attempt that did
not always succeed. I have already told you about my unsuccessful pieces, which often become a kind of
drama towards the end. They are not only investigations, research pieces, but also contain a kind of
teleology. And that is what I find most terrible, truth be told. That is a weakness that I gave in to again and
again. That goes all the way to Fragments of Love (1987), there is a stretta at the end. Terrible that that
somehow does not stop. I feel that is a weakness.

Surely you do not think of your compositions as mere investigations?

No, but they have a lot to do with such a dimension that a lot of research was done beforehand to find a new
language. But then at a certain point [ became too impatient, so I dropped out in the end because of
impatience.

Another question about the balance, so to speak. When you went to America decades ago (from 1974) or when
you recorded all kinds of music in general as field recordings - no matter whether it was Native Americans or
nursery rhymes or Franconian peasant songs - what was the most important thing for you? Did you basically
understand it ethnologically or as material with which one could compose?

With the project Island Music, | wanted to compare four island cultures. The project or question was how
music is created in isolation: in a black ghetto in Pittsburgh, in an Indian reservation, in an oasis in Egypt,
and in a rainy area in Colombia. But the last one was not done. Instead, I came back to my own area, so to
speak, to Franconia. The idea then proved to be a somewhat artificial one; the materials themselves would
have contributed nothing to such a comparison from within. My interest in non-European music and non-
European cultures then led to some pieces, after all. 130

130 These include the following works, which Zimmermann refers to as "transcriptions”: Die spanische Reise des Oswald von Wolkenstein
for baritone and an ensemble of traditional instruments [Nuba ed Dhil, Tunisia]; Gaze - Beduinenlied for oboe and tape [Bedouin
Song of the Siwa Oasis]; Mandingo - Koroharfe for mandolin [Kora / Harp Music from Mali] (all 1976; rev. 1993). Also the group of
works Randonnée: Northwest-Passage for clarinet in E-flat, high trumpet in F, violin, double bass, percussion [Arctic]; Streifziige for
pianist with speaking voice [Pilgerwege]; Parasit / Paraklet for clarinet and string quartet (with tape) [Balkans] (all 1995); El Baile
de la conquista for flute, oboe, and percussion (1996) [Guatemala]. Monade / Nomade 1: Dit for violoncello piccolo and tape) [Papua
New Guinea] (1998). Later: Silk Road. Experimental film and electronically transformed music of the Silk Road (2001); Das irakische
Alphabet for bass flute and voice with drone sounds (Joachim Sartorius, 2005) [Svaras, northern India]; The Dialogue of the Two
Roses for three female and three male voices with vfoloncello (Edmond Jabes, 2005) [Egypt]; The Grass of Childhood for voice and

87



When asked which music was the most important to me, I named the music of the guqgin, which is the
Chinese zither, a complex, philosophical instrument that has hardly any resonance. You cannot hear it more
than ten feet away; it can be plucked in a hundred different ways and has a hundred different ways of making
the sound fade away - and the history of the instrument contains a cosmology. Then I mentioned Javanese
gamelan music from Yogyakarta, the string quartets of Haydn, Chopin's mazurkas ...

.. What a nice choice ...
.. and the naive pieces of Cage.
Okay.

You can take them to the famous island. But in this episode, you can already see a little bit of what I am
looking for. You can perhaps bring it down to a very simple denominator: I would know what I would like
to compose, but [ am not allowed to. And for me to be allowed to do it, [ must come up with all kinds of
justifications as to why [ am doing it, you know? Avery transparent, childlike innocent music, for instance,or
whatever we want to call it, is simply not sanctioned in our music business.

Sure.

You can see from my class how interested the students are: Ferneyhough, Lachenmann, Spahlinger-
Nicolaus A. Huber already no longer - are among the peaks of the avant-garde, so to speak. And then I always
notice: every student still wants to surpass this summit ... I could hardly counter this; in fact, I talk to my
students about everything, but not about my own musical world.

That is a shame, I would say.

They do not ask, either. Well, if someone asks me, okay! If someone does not ask me, all the better. I do not
want to create little Zimmermans ...

Zimmermanns ...
Or Lachenmann dwarfs ...

There is a charming comment on this by Robert Platz, whom I asked a few years ago at Darmstadt about how
the young composers were composing right now. He cleverly answered: "There is this triangle Ferneyhough,
Lachenmann, and Feldman. Ferneyhough, because he's incredibly complex. Feldman, because he composes
things so quietly that you can hardly hear them. But especially Lachenmann, because his scores, if you could
hear them, would sound ... chchooar ... [makes a noise]. They form a kind of permeable triangle in which the
young composers then disappear ..."

You can add Xenakis ... When you come out of a percussion concert by Xenakis, you hear almost nothing. I
remember a performance of Pléiades (1978) in the Darmstadt (Baar-?)Sporthalle. And Feldman was there,
who liked Xenakis, by the way.

To come back to the books. When did you start collecting entire series of works, collected writings, etc.? [ have
the impression it started very early with Suhrkamp and with the non-fiction books, a systematic reading, so to
speak. I am of the opinion that you could be interested in writer X and then buy everything by him, which you
also see all around here. When did that start?

ud or dulcimer (Fuad Rifka, 2006) [Lebanon]; Chantbook of Modified Melodies for double string duo (VI.+VI. I Va.+Vc.) (2011)
[Svaras, northern India].
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Well, yes and no. In the '70s, as I've said before, the German-language book world was still reasonably
manageable. Every fall you had a new Handke, a new Habermas, a new nonfiction book ... And Handke had
for me - like the filmmaker Jean-Marie Straub on the other side - a quiet and lyrical way, like Feldman's
music. In fact, this encyclopedic collecting came not from the desire to have everything, but rather from the
desire to follow the spirit of the time, that is, the place where thoughts are produced. And then I realised at
a certain point: aha, Habermas, Adorno ... what is going on there? They do not like any stories. They do not
like Nietzsche. Adorno does not like Stravinsky. Suddenly, when I read closely, I noticed the dislikes of these
people, their aversions. Then I got curious about the flip sides and started reading all the things they did not
like.

With Adorno, that would have to be quite a lot, almost the whole world ... (laughs).

I found Adorno's aversion to Stravinsky in the Philosophy of New Music quite disgusting. One need not like
Stravinsky, but that one writes him a psychiatric report, so to speak, hebephrenia, schizophrenia ... well, I
found that impossible. One must never forget that Adorno very early [1934] praised male choirs with
settings by Hitler's youth leader Baldur von Schirach. 13t

Oh, 1 did not know that.

Yes, well, I mean, the man is not so kosher, either. He was also so upper-middle-class - and then with this
Marxist smock, that did not fit somehow. Of course, in Berg he praises the transition as a quality, so to speak

.. "Master of the smallest transition" ...

Yet it is an extremely middle-class concept. Well, you must know that, too. Of course, the brilliance in which
he writes is beguiling - in contrast to Habermas. Habermas writes dryly; [ honestly did not like reading
Habermas that much. And precisely because it became so dry, this science series became dull at a certain
point.

Today you have not yet mentioned the modern French ...

Yes, I bought Lévi-Strauss very early on. In a piece by Luciano Berio - [ cannot remember which one now -
there was something from Le cru et le cuit as a reproach. 132

In "Sinfonia"(1967—69), for example, it is quoted.

In Sinfonia, ah, yes. Then, of course, | immediately looked up Lévi-Strauss and bought these four volumes
Mythologica. And realised that this suddenly had to do with Wagner again. But then I was already repelled
by these kinship structures; I never quite understood that, either, why everything has to be traced back to

incest.

Did you '33read Tristes Tropiques back then?

131 Theodor Wiesengrund-Adorno: Rezension zu:] Herbert Miintzel: Die Fahne der Verfolgten. Ein Zyklus fiir Mdnnerchor nach dem
gleichnamigen Gedichtband von Baldur von Schirach, in: Die Musik 26th Jg, 2nd half of 1934, p. 712. - Again in: Theodor W. Adorno:
Musikalische Schriften VI (= Ges. Schriften Bd. 19), Frankfurt am Main 1984, 331-332.

132 Claude Lévi-Strauss: Mythologiques I. Le cru et le cuit, Paris: Plon 1964; Engl. as Mythologica I. Das Rohe und das Gekochte, Frankfurt
am Main: Suhrkamp 1971.

133 Claude Lévi-Strauss: Tristes Tropiques, 1955; Engl. as Traurige Tropen, Cologne / Berlin: Kiepenheuer & Witsch 1960.
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Yes, yes, Tristes Tropiques. There was a beautiful edition by Kiepenheuer & Witsch, with a red cover. Well, I
almost did not read it. The French ... at some point this volume Rhizome by Deleuze and Guattari came out
from Merve, and!3* I read it immediately.

Earlier than Roland Barthes, for example?

Barthes, that is a good question. Yes, [ mean, it was earlier than Barthes, and of Deleuze & Guattari I only
had the Rhizome volume at that time. But Barthes, of course, I then found. There is this one volume on
Schumann and Schubert where he criticises Dietrich Fischer-Dieskau.!3> We had a housewarming party
here in the apartment many years ago. | had also invited the publishers of Merve to that, and my colleague,
the musicologist Elmar Budde, who was a friend of Fischer-Dieskau. May I introduce: Hans-Peter Gente,'3¢
publisher of Merve - Elmar Budde: "What, you translated this Barthes? Then what did you do with Fischer-
Dieskau?" Mr. Budde was horrified that a German translation of this essay had appeared in the Merve
edition.

In Le grain de la voix (Rhizome) it is almost forbidden to listen to Schubert's songs with Fischer-Dieskau's
voice, something like that ... 137

Of course, [ was very interested in what he was saying. And that about the bodies in Schumann.!38 And then,
of course, there was this "Lexicon" Fragments of a Language of Love'3° - a revelation for me. I had a much
bigger project in mind with that, but - typical of me - the moment it would have become physical, I called it
a day. So it got stuck practically in the sign-like, in the translation of signs into music, so to speak. That was
140Barthes. I then left him.

To stay with Barthes for a moment. Did you read almost everything by him back then?

134 Gilles Deleuze & Félix Guattari: Rhizome. Introduction, Paris: Minuit 1976; Engl. as Rhizome, Berlin: Merve 1977.

135 Roland Barthes: Die Rauheit der Stimme [orig.: Le grain de la voix, 1972], in: idem: Was singt mir, der ich hére, in meinem Kérper das
Lied, Berlin: Merve 1979, pp- 19-36, on Fischer-Dieskau in particular.
pp. 25-30.

136 Hans-Peter Gente (1936 -2014), publicist, co-founder and managing director of Merve Verlag in Berlin-Schoneberg. After a Marxist-
oriented initial phase, mainly contemporary French philosophers, including Roland Barthes, Gilles Deleuze, and Michel Foucault
were often translated for the first time and published in Germany. In addition, there were writings of systems theory (Niklas
Luhmann, Oswald Wiener, Heinz von Foerster) and of John Cage.

137 "F. D. rules today almost unrestrictedly on the whole sung long record; he has recorded everything: if you love Schubert, but not F.
D., Schubert is forbidden to you today: Example of that positive censorship (by abundance) which characterises mass culture ...", op.
cit,

p. 28.

138 Barthes: Rasch [frz. 1975], in: idem: Was singt mir, der ich hére, in meinem Kérper das Lied, Berlin: Merve 1979, 47-68. - 1979
followed still Aimer Schumann; (dt. as Schumann lieben, in: Der entgegenkommende und der stumpfe Sinn, Frankfurt am Main
(edition suhrkamp 1367) 1990, pp. 293-298.

139 Roland Barthes: Fragments d'un discours amoureux, Paris: Editions du Seuil 1977; Engl. : Fragments of a Language of Love, Frankfurt
am Main: Syndikat 1979 and more.

140 Zimmermann composed in 1987: Fragmente der Liebe nach Roland Barthes for saxophone or basset horn and string quartet, - I.
Emanatio; 11. Conversio; I11. Remeatio. - Premiere Darmstadt 1988; 20'.
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No, no. I do not think that is true about the encyclopedic completeness ... did try to research in all directions
what he was active in. That he wrote a book about Cy Twombly'4, for example, and also one about Japanese
characters. 1#2Then The Pleasure of the Text. 1*3Then this S/Z. 144

Yes, have you read that, for example? I think that is fantastic, as a one-time task: He analyses every sentence
and every word of a story by Balzac. Extraordinary. Balzac's short story Sarasine has to do with a transvestite
or hermaphrodite. He analyses each sentence with announcements, the function of each sentence content in
relation to the whole, including each word. Strange; it is a thing that someone can do only once. It is superfluous
to do it again then. But to read it through once as a concretisation of a theory, I found that fabulous.

Yes, [ have it here, but | have not read it ... Important then also was this one by Derrida writing about writing
(look for the book): Writing and Difference (1972).

Writing and the Difference (1967)

..and in it again the chapter Freud and the Scene of the Writing with the section The Orbit and the Difference.
There was this notion of the "Wunderblock" with Freud. When [ was a child, some people had a wax tablet:
you make drawings or write something and then pull a sliding device over it to erase it again. But in the wax
underneath, the engraving remains. And this is what Freud used as an analogy to memory. The impressions
that one has forgotten are still there as an engraving in the memory. And that is what Derrida picks up again
here. It is a complicated text; here it is also about this kind of delayed perception, the after-perceptibility
with which the perceptions taken in at the moment are imprinted in memory as permanent traces. 145
Then I also read Derrida's discussion of Husserl, La voix et la phénomeéne.**® With Husserl, the presence
- that is, of the moment - is scientifically produced, so to speak, through this concept - what is it called with

141 Cy Twombly. Non multa sed multum. Wisdom of Art, Berlin: Merve 1983.

142 ['empire des signes, Paris: Skira 1970; Engl.: Im Reich der Zeichen, Frankfurt am Main: Suhrkamp 1981.
143 Le plaisir du texte, Paris: Editions du Seuil 1973.

144 §/7 Essay on "Sarasine” by Honoré de Balzac, Paris: Editions du Seuil 1970.

145 Sigmund Freud: Note on the "Wunderblock”, in: International Journal of Psychoanalysis, vol. 11 (1), 1925, pp. 1-5. - Collected
Works vol. 13, pp. 387-391. - Study Edition 1975, vol. III, 364-369. - Freud called the wax tablet with cellophane cover sheet a
"Wunderblock”, because it stimulated him to insight into neuro-physiological processes of perception and, connected with it, to the
explanation of the mental perceptual apparatus as well as a theory of memory and the consequent emergence of time perception.
Freud had observed fluctuations of the perceptual system, which he tried to explain by a "periodically occurring inexcitability of
the perceptual system" or the "discontinuous functioning of the system W - Bw".

If memory is fixed in the form of writing on a sheet of paper, it remains unchanged and can be reproduced. On the other hand, the
surface of the paper is limited, and the "permanent trace" fixed in this way loses its value when "the interest in the note has died
out after some time and I can no longer 'keep it in mind'". If, on the other hand, it is noted on a wax tablet, the "recording surface"
is unlimited, but the recorded trace must be overwritten and destroyed in order to lay a new trace. Freud found it "not too daring
to equate the cover sheet consisting of celluloid and wax paper with the system W --Bw [perception - consciousness] and
its stimulus protection, the wax tablet with the unconscious behind it, the becoming visible of the writing and its disappearance
with the lighting up and passing away of consciousness during Wahmehmung (perception).”

He supposed that "occupation innervations are sent in rapid periodic bursts from the interior into the completely permeable
system W - Bw and withdrawn again. As long as the system is occupied in such a way, it receives the perceptions accompanied by
consciousness and passes the excitation on to the unconscious memory systems; as soon as the occupation is withdrawn,
consciousness ceases and the performance of the system is suspended.”

In other writings, Freud assumed, on the one hand, "permeable perceptual neurons” that do not resist the pathing, and, on the other
hand, inhibiting, "retinal" perceptual neurons. The latter, according to Derrida, "oppose contact barriers to the quality of excitation”
and thereby preserve a track that has already been pressed in. These neurons have a psychic quality; they make memory possible.
"In the difference of the tracings consists the real origin of memory and thus of the psychic.” (Derrida: Writing and Difference, 1976
edition, p. 308). "The trace of memory is not a mere trajectory that could always be reappropriated in a simple presence. It is the
inconceivable and invisible difference between the trajectories. So one already knows that psychic life is neither the transparency
of sense nor the density of force, but the difference in the work of forces." (p. 308f.)

146 Paris 1967; Engl.: Die Stimme und das Phdnomen, Frankfurt am Main: Suhrkamp 1979 .
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Husserl? - of the Epoché.!#” So: one has to switch off everything around and produce a kind of scientific
situation in order to be able to name the moment. This is what Derrida criticised. He says there will always
be a "différance"!*8 between the perception and the reaction to it. This difference is quite important. There
is no such thing as this perception of the moment. There is, so to speak, a field, a broad sphere, in which the
moment takes place. And there he meets again with Plato. There is something "at the time" it is said, not "in"
the time, but "at". And as a composer you experience this all the time. In the moment in which you write,
you think of a time, which not only only does not coincide with that of the perceiver, but is also your very
personal time. And there is always a "difference" between this time, in which you write something, to the
perception of time, which it then stops again when reading. 1#°I dealt with this in connection with the time
pieces Festina lente (1990) and Distentio (1992), where 1 then again made such seemingly absurd
determinations. That the glissando is the past or the harmonics the future and the pizzicato the present
moment. [ mean, that is fictitious ...

Basically, however, I also noticed that theorists like Derrida think too finely. That simply cannot be
transferred back to music. It has no model character for anything in music, and that is why, although I have
read almost all of it,  have not back-translated it. After all, | am always looking for models that could function
as back-translation possibilities.

... according to what can be realised ...

That is too finicky; poststructuralism is no good for me because it describes exactly what it delivers in little
boxes or rhetorical boxes. At least I have dealt with it.

Up to Grammatology(1967; Engl. 1974) or even beyond? Many of us gave up when Glass (1974) appeared,
where Derrida juxtaposes quotations from Hegel and Genet ...

I have quite a bit of Derrida here, and then I read Spurs - the Styles of Nietzsche (1986). That is about
Nietzsche, though all I can remember is him talking for pages about a phrase of Nietzsche's: "I forgot my
umbrella.” But he is still an incredibly fascinating thinker, and incidentally he wrote one of the best studies
of Heidegger's fascist language. The 1>%way he talks about the flame and the spirit in Heidegger, the way he
unravels that, is absolutely great. Then came Dissemination (Vienna 1996), there are some more beautiful
essays in that book, but it is so intricate, you cannot ... at all.

Michel Serres is less complicated in this respect. I was able to occupy myself with him again in such a
way that pieces emerged from it. This book about communication The Parasite (1980; Engl. 1981) ...

.. which became Parasit / Paraklet (for clarinet, string quartet, and tape, 1995-96)

.. and there is also this French one where Lucretius plays a role ... La naissance de la physique dans le texte
de Lucréce (1977). WhatLe Parasite is basically about is that communication also has to do with disturbance
and that background noise is always such a disturbance. The basic parable - this is probably a fable by La
Fontaine - is that two mice are eating crumbs on the table and then they hear the owner open the door. The

147 As a method, the term "Epoche" [Gr. émoy1 - restraint or éméyw - to stop, to hold back] in Husserl ~ characterises the
phenomenological reduction by which the preconceived judgments about the external world are first deprived of validity in order
to arrive subsequently - setting aside actual existence - at insights into the essence of the object under consideration (after
https://de.wikipedia.org/wiki/Epoch%C3%A9, December 2018).

148 A made-up word by Derrida, formed from "différence" and "differant,” also translated as "difference.”

149 Derrida, who likes to call this particular difference "Differanz," thus aims at the "deferral (différance)" that he recognises in
connection with chapter VII of Freud's Interpretation of Dreams (1900) and its article The Negation (1925) as a "detour, thought-
push (the unity of Eros and Thanatos).” (Derrida, 1976 ed., p. 343) Ultimately, this is also about resistance and the "discontinuity
of the current of innervation" (Freud) observed at the wax tablet, which makes memory and consciousness possible. Cf. also
Plotinus' treatise On Eternity and Time, especially section 8 on "absenteeism," the extension of time into the other (?).

150 Jacques Derrida: De l'esprit. Heidegger et la question, Paris: Ed. Galilée 1987; Engl: Vom Geist. Heidegger und die Frage, Frankfurt am
Main: Suhrkamp 1988.
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sound of the door makes them disappear. The parasite here is a noisy drone, but the fact that this
background noise can disturb, transform the music also plays into it. And then it is like this: parasite /
paraklet. Parakleitos is the helper, too. So I used the noise as disturbing, but also as helping. For example, in
communication: when we get totally stuck, the phone rings and we go. After that, we have solved the
problem, because then we are talking about something else, anyway. This also occurs in Parasit / Paraklet,
where in the second part I hint a bit at this Balkan story through folk melodies from Bosnia, where there is
also crackling fire in it and so on. Thus,there is also a parasitic sound in there, which disturbs so: chhhh
chhhh. And by the way, this is also a sound that [ have from Colgate, a computer sound.

You were also reading Jacques Lacan at the time?

Yes, of course, I also read him, mediated by my friend Stefan Schadler, who appreciated him very much.
There I found especially this essay on Saint Teresa, the volume Encore, that is Seminar No. 20 (1972/73; dt.
1986). I found that quite important.

You had a Teresa project in mind at the time ...

I saw in Rome, coming from Termini Station, this fantastic church, Santa Maria della Vittoria, which has on
the side such a small chapel, the Cornaro Chapel, with a small bay window to the outside, where the light
comes in from above: In this niche there is a statue by Bernini depicting Teresa of Avila, the "Rapture of
Saint Teresa", executed around the year 1646. To this came the idea of folding, le pli. And in this context
came again this ornamented history, the Gothic figures. You know my film Silk Road (2001) with the Gothic
figures from the Cologne Diocesan Museum. And in the preparatory phase there was also a book on this,
that is how I came to Gilles Deleuze: The Fold.

I do not know that.
This is also available in English; I can get it for you.
No, I will get that at the university, anyway, when I get back to Sydney.

There is this book about the folds and ornaments: The Fold. Leibniz and the Baroque.'>' By the way, in
college, in a collaboration between my composition class and architecture students from Benedict Tonon's
class, I did two whole semesters on ornaments, where we also thematised Adolf Loos' formula "Ornament
is Crime" ... You see, in the front there I wrote in Monade/Nomade. That is the name of two of my
compositions from the cycle Randonnée. 152By the way, "Randonnée" is a term by Michel Serres, who also
dealt with Leibniz. 153

Deleuze refers to the baroque house and to the monad, a Leibnizian concept.!5# At the end of the book
it says:

"The problem is still to inhabit the world, but Stockhausen's musical dwelling, Jean Dubuffet's plastic dwelling, do
not leave the difference of the interior and the exterior, the private and the public: they identify variation and
trajectory and surpass monadology by a 'nomadology'. Music has remained the house, but what has changed is the

151 Gilles Deleuze: Le pli. Leibniz et le baroque, Paris 1988; Engl: Die Falte. Leibniz und der Barock, Frankfurt am Main: Suhrkamp 2000
- "The fold that goes to infinity is characteristic of the Baroque. And at first he [the Baroque] differentiates it according to two
directions, according to two infinities, as if the infinite possessed two floors: the folds of matter and the folds in the soul. At the
bottom is matter ..." (p. 11).

152 Monade / Nomade 1: Dit for cello with voice and fixed media (1998); Monade / Nomade 2: Quattro Coronati for violoncello piccolo
(ossia: cello) with voice (1999).

153 Michel Serres: The Leibniz system and its mathematical models, Bd. I: Stars, Bd. II: Schemes, Points, Paris 1968, 31990.

154 The "monad" is the name borrowed from Neoplatonists such as Giordano Bruno, "which Leibniz gives to the soul or subject as a
metaphysical point" (Deleuze, The Fold, p. 43).
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organization of the house and its nature. We remain Leibnizians, although it is no longer the sounds together that
express our world or our text. We discover new ways to fold and new envelopes, but we remain Leibnizians because
it's always about folding, unfolding, folding again." 155

The allegory of the Baroque house, which has two floors, runs through the volume and has a curious
structure: namely, one of the public and one of the private, one of the outside and one of the inside. Here is
a sketch of this house: downstairs is a "common room with 'some small openings,' the five senses." Upstairs,
a "closed private room, wallpapered with a canvas 'subdivided by folds'." So, practically marbled wallpaper,
which they had back in the Baroque era. I have written here in the margin: "apartment - store". This is an
association with my*5¢ childhood. In the apartment, which was above the store, I played the piano. Here is
the Baroque house, so to speak, as an allegory that I identified with my parents' house, where the separation
between family and business never worked. And Deleuze makes it clear from the beginning that there is a
communication between these floors - the folds of matter and the folds of the soul. I thought, yeah fantastic,
this is maybe a book that describes that well.

And then, in the end, there was a lot of Boulez in it: these trajectories!>” of music, which play a very big
role in Boulez's work. And then I realised that I had ended up with ... Then I thought, no! And I realised that
this ornamental project associated with the Teresa project was going nowhere. It was then somehow a
project that was only thought of in this way. In the final chapter, The New Harmony, Deleuze returns to
Rameau and also, basically, to the trajectoires, the diagonal mediations between the horizontal and the
vertical. First, he writes:

"But it is precisely to Baroque music that it belongs to draw harmony out of melody and to establish again and again
the higher unity to which the arts refer as to just as many melodic lines: it is even this elevation of harmony which
constitutes the most general definition of the music called Baroque." 158

Then Deleuze speaks of the "vinculum," the fetter of the basso continuo, relating Rameau, who discovered
that melody is subordinate to bass progression, to Leibniz:

"This subordination implies something other than the prestabilized harmony, namely the vinculum, which acts as a
'basso continuo' and prepares a key. So we could say that every ruling monad has a vinculum, a basso continuo, just
as it has a key that carries its internal consonances." 159

Why does he have to use these old terms now for something that can possibly be said more abstractly?
Out of principle and out of system, Deleuze says, following Rameau, of harmony:

"When the Baroque house becomes musical, the upper floor contains the vertical harmonic monads, the internal
concordances that each produces in its respective rooms, the correspondence or concentration of these
concordances. And the lower floor extends along an infinite number of horizontal melodic lines, one taken in the
other, embracing in sensuality their variations and developing at the same time their continuity; for the upper floor
folds on the lower one, according to the key, to realise there their consonances. In the melody, in fact, the harmony
realises itself." 160

The top floor is the harmonies and the bottom floor is the melodies and the ways they work together, so to
speak.

155 Gilles Deleuze: Le pli, Paris 1988; Engl: Die Falte, Frankfurt am Main 2000, p. 226.
156 Ibid, p. 13.

157 A trajectory is a path of motion, a curvilinear course, calculated from several functions, sometimes also referred to as a "path”.
According to the dictionary: "a curve that intersects all curves of a given set of curves at a constant angle".

158 Tbid, p. 209.
159 Tbid, p. 221.

160 Tbid, p. 222.
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Then here comes Boulez. It is about Pli selon Pli with the text of Mallarmé, which is folded according to
a new text-music relationship:

"The text is folded according to the concordant sounds and enveloped by the harmony. The same problem of
expression still animates music, as far back as Richard Wagner or Claude Debussy, and today John Cage, Pierre
Boulez, Karlheinz Stockhausen, and Luciano Berio. It is not a problem of correspondence, but of 'fold-in' or 'pli selon
pli'. What has happened that the answer, or rather the different answers given since the Baroque, are so much
different? The solutions are no longer in the concordances, because the problem itself is under changed conditions:
new Baroque, neo-Lebnizianism. The same construction of the point of view of the city continues to evolve, but it is
neither the same point of view nor the same city, and shape and plan are in motion in space."” 161

At the end, it says that monadology and nomadology, that is the trajectoires, are the decisive new thing,
which Deleuze also sees in new music. But at this point I also thought, you come out with Boulez and then
it is nothing for me.

At least at that time you had the habit of not only reading an enormous amount and underlining some of it, but
also pulling it out in writing and rewriting it. Why did you think that was so important?

Yes, exactly. Excerpts. I used to do even more ...

Often pages long. Mostly with large letters.

Yes, I will get you a book that has such records in it. Of course, there are several of them.
Sure, with a notebook like this ...

There are these different cycles ... "Simulacra” I had called it at first. Simulacra - that goes back to the Roman
poet and philosopher Lucretius, a term of the atomists. These are the elements that come at you. But the
term simulacra is also used by French authors, by Pierre Klossowski ...

.. but also Jean Baudrillard.

Baudrillard