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Preface

In the public debate, the relevance of the topics of musical interculturality and musical global-
ization seems to have faded in many places, to be replaced by a technology-centered media 
discourse that shows little interest in conventional notions of culture and emphasizes the per-
meability, performativity, and mutability of interconnected concepts of identity. In this con-

been “global” in their orientation and increasingly determine musicological discourses, has all 

of interest here is less a play with or problematizing of established cultural identities, whose 

that was opened up by the new distribution possibilities of the internet – a situation that seems 
to fundamentally change the general reception of music far beyond these popular genres.

art music discourse must therefore appear doubly quixotic, a clinging to long-questionable,  
paling categories, especially if this shows a tendency to presuppose the critical – “culture-crit-
ical” – impulse of art that was allegedly only brought forth by the “special path” of Western 
aesthetic modernity. But, one could respond, is it even necessary to emphasize that the concern 
cannot be to transfer a “purely Western” concept of art (assuming this can be constructed in the 

-
ception that the concept of “interculturality” is predicated on an obsolete, isolationist “con-
tainer model” of cultures? Such questions, which certainly demand more than simple answers, 

A desire to point not only to such “false dichotomies,” but also to impulses in a musico-

studies presented here, written over the last twelve years following the publication of my 2000 
dissertation under the title Neue Musik und Interkulturalität. Von John Cage zu Tan Dun in 2002. 

erable length, and also to expand the range of historical-analytical research methodologically 
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in Neue Musik und Interkulturalität, but is augmented through the inclusion of several other local 

toward a worldwide standardization of compositional practice according to Western crite-
 
-

portant triggers for movements of self-determination and liberation in non-Western coun-
tries – though equally as tools of pure nationalism, oppression, and exclusion. In the six chap-

 

open up perspectives on the problem of a consistently globally conceived music historiography 

swering the question of how cultural techniques and processes of globalization can, beyond the 
realm of music, fundamentally be understood and interpreted more precisely. In this context, 

“realization” of a theoretical model.

universalist historical conception. “Perspectives” on music history are meant in the sense of 

conceived overview chapters in Neue Musik und Interkulturalität, I have refrained here from at-
tempting to show any form of representative selection of compositional conceptions with the 

exemplary sonic thought in which the fault lines of cultural, historical, or aesthetic discourses 

-

 
    Vienna, 1 October 2013



Preface to the Revised and Expanded English Edition

Musical interculturality and intercultural composition have been addressed as concepts some-

from the globalizing and transnational dynamics whose preconditions and musical conse-

in their volume of collected essays, edited by transcript in 2019, which reconsiders more re-
cent concepts of historical analysis such as “multiple modernities” and “entangled histories” 

 Although we have been now aware for some time that gender, racial,  
social, historical, and cultural biases surround research and teaching of music history and mu-

-

“a greater inclusion of this [non-Western] repertory into the canon and […] diversifying methods 
of analysis.”

 

-

the White Racial Frame” in 

deep and long-established cultural, social, and racial processes of exclusion in our disciplines.

had been similar observations, although they might have appeared somewhat less pressing or 
-

  Janz and Yang, Decentering Musical Modernity.
  Everett, “From Exoticism to Interculturalism.”
  “Open Letter on Antiracist Actions Within SMT,”  

.
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toire studied at music academies and during musicology programs at universities was all too 
obvious during the late 1990s and early 2000s, when even the impulses of Anglophone critical 

-

unsatisfactory situation. Well into the new millennium, intercultural composition was de-
nounced in German-language music journalism as an escape into “distant illusory worlds” or 
an arrangement of “stolen ideas and objects.”  

life, past and present, was something that gnawed at some hidden point as a critical voice in 
the ear of the purely academically Western-trained and oriented composer, music theorist, or 

on models of a “historical avant-garde” legitimized by Western musical history ultimately con-
tradicts this aesthetic reality, as does the geographically ubiquitous commercialization and 
banalization of traditional music genres.

 
al globalization in the historical and analytical interpretation of new art music not only seems 
to be urgent, but has become the only conceivable standard for a present in which “cultures” 

confrontation with one another. Recent writings on intercultural composition and the his-

 the  
 in- 

dichotomies have remained foundational to the reception and interpretation of compositions 

opposition, so that a more entangled web of the history can be revealed,”  is shared by the 

increasingly complex forms of ambiguity,  not least in relation to new processes of migration 
and cultural multiplicity that feed into a continuous decentering, readjusting, and sometimes 

-
panded edition strives to demonstrate the potential of entangled historical perspectives more 

  See Yang, “Technologies of Tradition in Post-War Musical Avant-Gardism.”
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comprehensively than the original German edition, especially in the newly added Chapters II.2, 

al, sociocultural, and analytical perspectives, the core methodology pursued in most chapters 
may be described as a “bottom-up” focus on what has been called “artistic agency,”  including 

-

on “intimate artist-to-artist, musician-to-musician collaborations”  and requires a commu- 

marginalized sphere of contemporary music, intercultural composition may easily be consid-

that, on the contrary, composers who have continuously scrutinized the cultural and historical 
prejudices of our listening provide models of musical interculturality that should be valued 

 
tant aim is to suggest a change in focus by bringing these new geographies, new protagonists, 

more moderate implication of the research presented here, then, might be that all music is in 
a fundamental sense intercultural, and that the hybrid or composite character of the histori-
cal constructs of “Western” or “non-Western” music today and their long history continuously 
demand new perspectives in music research as well as in composition, performance, and lis-

 
    Vienna, 17 September 2020

  Ibid.
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I. Introduction: Art Music, Identity,  
 and Reflexive Globalization

1. Art Music in a Global Context

Simon Rattle’s assessment that the future of “classical music” lies in China, made on the oc-

reception of Western music in Japan, China, and Korea from new perspectives that can help 

Asia come about? Against which historical, political, and social dynamics did this development 

-

name of classical so as to enable one to turn away from it again in comfort.”  It is probably not 

technical term in several recent music-sociological publications correlates with an unwilling-

 

thus accepted without reservation, along with the exclusion of large parts of twentieth-century 

-
ven.”

-
-

Sozialgeschichte der klassischen Musik

-
Klas-

sische Musik heute Why Classical Music Still Matters.
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art music.  
-

tener expectations dominated by the canon. Music that deliberately challenges the conventions 

Zuhören] to an existential “hearing-in” [Hinhören

edly turn itself into an object of canonization, and thus be aesthetically tamed.
-

fects on the present has indeed hardly been addressed at length by representatives and theo-

 If the 
deconstructive perspective of globalization is added to this complex situation, the implied prob- 

of the canon as a measurement of quality in some absolute sense has proved increasingly dif-

for example, the list of the “100 Classics of Modern Music” (
Die Zeit 

American artist.
music, its use is usually implicitly ethnocentric and a priori prevents a substantial expansion 
and alteration of the repertoire through intercultural hybridization or elementary composi-

“classical music” or “classical style” also exists in other musical cultures is certainly not an ar-

and Wald-Fuhrmann, Der Kanon der Musik, Bergeron and Bohlman, Disciplining Music  

Aesthetics and Music
  Michael Custodis places this term at the center of his investigation (Custodis, Klassische Musik heute

-

Alles, was man wissen muß 
The Essential Canon of  

Classical Music Gender and the  
Musical Canon
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gument against the unambiguously ethnocentric idea of a “future of classical music in China.” 
-
 

er designations such as “classical Indian music” or “classical Persian music” actually de- 
scribe original concepts of canonization in the respective musical cultures or are, rather, pre-

canonization of certain pieces of music or interpretive schools in virtually all art music tradi- 
tions, they are usually associated with forms of cultural transmission that fundamentally  

 
be described by the ambiguous binary 

-
 

more or less the same way as Western performers have in the past 200 years. Indeed, among 
 

applies his decades-long compositional and practical experience with the performance prac- 

 
al concert audience, both in the West and in Asia, is usually fed by far more harmless varie-

 

erhu, as an encore in his solo recitals.  From a compositional per-
-

wu 
xing Liebes-
träume

 

-

-

“an auto-repressive stoicism of North American intellectuals before the Vietnam War” and as “a projection of 
On-Stage Shinbun  

  See 
virtuoso erhu solo saima erhu -

erhu.”
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not questioned for one second.
-

velopments at the intersection between Asia and the West, I will address the question of what 

constraints. I consciously replace the concept of “classical music” with that of “art music.” In 

-
cal music” must open up more to contemporary popular music, and popular culture more gen- 
erally.

a rapprochement of the “Classical” to popular culture, or believes that such an approach is al-

star of popular culture is as old as the Beethoven myth itself
of art one uses in the formulation “art music” is by no means trivial. For the time being, it may 
perhaps be stated that a basic conception of “music as an art form” does not a priori -

-

-

 
-

 

  -
 Internet Symphony Eroica 

(

-

Beethoven-Lexikon.
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2. Identity Criticism and Reflexive Globalization

An identity developed from artistic positions, despite all cultural “turns” in research, seems 

 

on each of us “to live up to our originality”  
rary music. It also generally remains the decisive criterion in the education of composers today, 

Adorno, Michel Foucault and others,  the poststructuralist critique of the authorial principle 
and monologic authority, and attempts to highlight the “mixed identities” or “semantic chame-
leon”
aesthetics of genius.  With a mixture of obstinacy and helplessness, this adherence to compos-
er-centered hermeneutics opposes their obvious marginalization in favor of performers and 

ultimately cannot avoid providing or “writing over” sound and musical text with identities of 

idea that composers, performers, and listeners are acting as part of a “cultural practice”  im-

cultural memory is based on a continued evocation of canonical motifs and ideas within an 
“extended situation.” -
vate presentation and reception as well as the interactions between production, transmission, 
and reception.
age of digitalization and globalization, we should not underestimate their ongoing presence in 
cultural discourse and their tendency to reactivate cultural essentialism.

-
ticular local

gamelan saléndro
form -

-
tion” eventually paved the way for many similar reinventions of gamelan in twentieth-century 

Sources of the Self
  See Wellmer, “

Music as Cultural Practice, 1800–1900.
  Jan Assmann, Cultural Memory and Early Civilization
  See Aleida Assmann, Cultural Memory and Western Civilization and Jan Assmann, Cultural Memory and Early 

Civilization.
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music on a global scale.
-

local or national contexts.

-

 a form of music that “contained all the nuances 
[…] where tonic and dominant became naught but vain ghosts for the use of unruly children.”  

perceived as the unchallenged superiority of Western musical culture over non-Western cul- 
-

vage” topos to the context of modernity.

-
 In 

 with a counterculture, 
partly constituted of the culture-pessimistic discourse that characterized the ennui of an entire 

-
-
 

Such examples show clearly that on the one hand, identity is the result of a deliberate, con-
sidered, and at times strategic choice between several options, while on the other hand, it is 

-

widespread tendencies of cultural pessimism and orientalism as well as the overall trend of 
re-ethnicization and a nationalist form of pre- and post-World War I cultural essentialism that 

  Fauser, Musical Encounters at the 1889 Paris World’s Fair

Monsieur Croche et autres écrits
Revue S.I.M.

Musical Encounters at the 1889 Paris World’s Fair, 

Musical Exoticism
French Music, Culture, and National Identity, 1870–1939

  See Charle, “
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Problems of Identity

modernity,

1. 
2. 

poststructuralist linguistics and philosophy indicated that “structured” identities such as 

Michel Foucault described the paradoxical relationship between the isolation of the subject 
and its collective disciplining in the modern era, with particular reference to the repressive 

theories and social movements of feminism have created a lasting awareness of the gen-
dered layers of the modern subject.

connection between identity, culture, and ethnicity would raise suspicion of complicity with 

strengthened neo-nationalist or pan-national religious, even fundamentalist, “isms” are only 
-

tion,  in which local and global processes interact and new communities beyond established 

“super-diversity” -

[geographical and mental] boundaries.” -

 Indeed, 
it is doubtful whether a convincing connection can be made between the social phenomenon 

the models of the academic or artist, who is always equipped with an appropriate visa, and 
 Helmut 

  Appadurai, “Grassroots Globalization.”
  

 

Ein Plädoyer für die Intoleranz
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 In addition, the 

societies with descent into an identity crisis. But above all, such a pluralizing and increasingly 
colorful cultural scene has never threatened, at least not so far, the core of political culture.”  

deluxe”,  a 

 

its basic prerequisite?  
ing of music-historical, aesthetic, and compositional discourses that certainly do limit the pos-

sustained tendency to suppress the “cultural” element in much new music, which is primarily 

were supported by the allied occupying powers not least with the ulterior motive of installing 
a supposedly ideology-free area of artistic development as a symbol of political freedom from 

 In fact, in postwar serialism a special 
compositional logic was developed that sought to remove any “culturally” encoded language 
from music. Such techniques were guided by the search for an alternative model to the misuse 

 
 

-

national components were heavily ruptured by historical events and his overall conception be- 
 

-
-

-

  See Beal, “Negotiating Cultural Allies.”
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relationship was “uptight” in every respect due to complications of historical tendencies,  it 

 and the structuralist mysticism 
Kreuzspiel

And Wolfgang Rihm’s neo-expressionist chamber opera Jakob Lenz  
Les Espaces Acoustiques 

-

-
tional establishment,

a number of times during the symposium Musik-Kulturen

can be interpreted not least as echoing the failure of the explicit cultural universalism of the 
Telemusik  

er.”

Reflexive Globalization

-

patterns lies in the interdependence of cultural homogenization and cultural particulariza-

  See Born, Rationalizing Culture.
Neue Musik und Interkulturalität
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 or “Coca-Colonization.”  In the realm of contemporary art 

exerted by Western musical institutions as well as the problems posed by the institutionaliza-

from Cologne, Paris, Milan, Beijing, San Francisco, or Johannesburg. At this point, no concept 

 
 

justice to the complexity of the situation. Several studies of non-Western contemporary music 

-
 Such 

-
sic that adopt elements from traditional musical practice. Standardizing tendencies inherent 

-
-

unsuited to representative or economic purposes. -

genres can result in a loss of religious or ritual functions, as shown by Gerd Grupe in the case of  
qawwali -
ization in certain styles of performance that leads to a loss of diversity in regional practices, for 
example in the karawitan compositions of Javanese gamelan music.

 

-
tion.”

The McDonaldization of Society.
Coca-Colonisation und Kalter Krieg.

  

  Grupe, “
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alization processes and urgently thematize the resulting social and societal problems such as 
mass unemployment, environmental damage, and so forth.  Following on from this at the end 

-
 He 

basic model of “container theory,” in which a dynamic acting from “outside” a clearly delineated 

identity boundaries.

-

 stated that only music that expressed Japanese “spirit” using the means of 
Western compositional techniques and instrumentation was capable of “overcoming moderni-
ty.” -
dernity that was not meant to be synonymous with “Westernization.” Its jingoistic undertones 
in the context of Japanese military aggression led to sustained criticism of the symposium in 
postwar Japan.  While those that repeatedly praise the title and content of this symposium 
have mostly been nationalist Japanese authors,  the realization has spread in the last two de-
cades that a discussion of modernity will remain inadequate without an acceptance of several 

Moroi’s distinction between spirit and technique was a master pattern for the adoption of 

incorporated, in a milder form, as part of the cultural essentialism in the aesthetics of many 

.
  On Moroi see Galliano, 
  See 

  See Eisenstadt, Multiple Modernities
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of Western thought.
discourse in direct confrontation with Western aesthetic trends. 

While their writings and statements showed clear tendencies toward essentialism,  their 
 

Yü Ko -
formance principles of the ancient Chinese zither qin to Western instruments. Réak 

into sound textures of the Western orchestra.  in 
relation to Western musical aesthetic discourse, it should not be forgotten how strongly they 

identity entirely on account of the crisis of identity is far too crudely reductive. It has been as-
serted on various occasions that the music of non-Western contemporary composers ought not 

-
sidered a matter of course but of individual choice and development. Each of these composers 

 

Asian composer, but as an Asian composer.

they were to address themes of intercultural rupture and hybridity more explicitly, this success 
-

Neue Musik und Interkulturalität

Neue Musik und Interkulturalität
  See Choi, “Réak

.”
-
-

asiatischer
als asiatischer Komponist
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perspective? Is it not necessary, rather, to place renewed emphasis on the sociocultural condi- 

meaning (in the sense of abandoning the music-historical paradigm of “techno-essential-
ism”

opposition to cultur-
al essentialism and a culturalist stereotyping of artistic positions that necessitates thematiz-

-

-

adoption of culturalist identity models by Chinese composers of the “new wave” generation 

-

 

  Young, “
  Young, “
  Lau, “Fusion or Fission,” citing Bellman, The Exotic in Western Music, xii. See also Melvin and Cai, Rhapsody in Red, 
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-
-

pean discourses on aesthetics and the culture-essentialist and neo-nationalist models in and 
outside of the West. In the process, the resulting musical situations can produce “cluster iden-

deluxe 

best of many options, but rather a necessity for advanced art music’s survival.

3. Discourses of Intercultural Composition

-

In analyzing musical interculturality, it would seem that we are obliged to problematize fun-

a postcolonial fashion, and thus distorts it without giving its elements a chance to articulate 

intercultural, but in fact monocultural, compositional approaches, its problem lies in its cul-
ture-essentialist precondition, which remains trapped in the very dualism of “self” and “other,” 
of “cultural self” and “cultural other,” that it purports to reject. Wolfgang Welsch addresses this 
with his concept of “transculturality,” and accuses theories of multiculturality and intercultur-
ality of clinging to the traditional concept of culture attributed to Johann Gottfried Herder’s 

“sphere premise.”
of culture and thus lay the foundation for culture-based separation and isolation, extending to 

“cultural racism,”  whereas  retains a basic polarity in the model of coexistence of 

presupposed in  does not solve the basic problem, since its insistence on the sin-
gularity of cultures involves the exclusion of others. Rather, Welsch highlights the hybrid, per-
meable, and transformative constitution of all present cultures and emphasizes, in the context 
of globalization, the internal transculturality of individuals, which is clear in the fact that “we all 
possess ‘multiple attachments and identities.’”

  
Johann Gottfried Herder: Kulturtheorie und Humanitätsidee  
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-
jects no longer tied to the here and now.

 

-
stantial acquisition of such an idiom demands a great deal of time and patience. Paradoxically, 
the idea of “defactized” cultural objects contradicts the very desire to overcome established cul-
tural concepts that guides Welsch’s and Han’s thought. It is precisely when assuming a dynamic, 

Indeed, the notion of a removal of such contexts is an illusion. In addition, the idea of hyper-

in which Western and non-Western artists can by no means always act with the same precon- 

are as much an indisputable reality in today’s societies as the necessity of a continuous inter-
cultural dialogue. Here one can argue against Welsch that the dialogical model is limited in its 

At any rate, the constantly changing constitution of cultures has long been recognized by 

understood as resulting from a construction of historical “narratives,” and no longer as essen-
tial, given a priori. -
ted especially through the history of nationalism.
multiethnic societies, the cultural theory of the 1990s developed such concepts as “mixed iden-
tities” or “strange multiplicity.” -
mulations as questioning the “binary oppositions dear to the nationalist and imperialist enter- 
prise”

-

 
-

tionist and simplistic. It fails to recognize the long history of their mutual dependence. Such a 
reduction of complexity is especially characteristic of the authoritarian construction of national 

 

  Han, Hyperkulturalität

The Invention of Tradition, Said, Culture and Imperialism, and Benhabib, The Claims of 
Culture.

  See Gellner, Nations and Nationalism and Anderson, Imagined Communities.
Strange Multiplicity.

  Said, Culture and Imperialism, xxviii.
  See Neue Musik und Interkulturalität
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 She uses this term to  

present day.
In the following section, I will connect culture-theoretical discussion to questions of com-

positional aesthetics and methodology. We can initially assume that the tiny (in the global con-

space for concrete utopias of musical interculturality. Here, admittedly, composers are faced 
-

Myth and Migration

It is not always possible to distinguish clearly between mythologizing processes of reception 
and creative engagement with myth, ritual, and spiritual experience as an open space of en-

existential, structural, and spiritual dimensions of archaic-mythological cultural layers. In 

philologically or analytically founded this approach to an allegedly precultural area of myth, 
the greater the tendency to construct 
oration in the media’s propagation of culturalist stereotypes that portray such phenomena as 

edly “timeless” and “inviolable” attributes and paint a static, collectivist picture of culture as a 

 

Contrasting practices are found in those forms of myth reception that allow for spaces of intu-
itive connection or encounter while distancing themselves from essentialist stereotypes.

A direct contrast to mythologization is found in the “migration” discourse, which focuses 
on the hybridity and complexity of contemporary cultural situations (for example, in urban 

-
politicized” myth discourse with “harsh” political reality. Although migration discourse has 

demand to engage compositionally and existentially with intercultural processes, rather than 

  Mittler, Dangerous Tunes
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an existential challenge.

-

experience of hybridity among political migrants.  A potential way out of this dilemma would 

ality of musical cultures in the form of personal, unguarded, even hazardous encounters with 
actual musicians, ensembles, genres, texts, or through spiritual experiences.  In this context, 

that we are not simply judging by our original familiar standards.”  Here, at last, the step has 

Dialogue and Hypolepsis

how individuals might articulate themselves within the dynamics of myth and migration. 
-

ners in dialogue that are meant to be bridged, or at least contained, the model of , a 

all of its statements and images stand on an equal footing beside one another. Canonical dis-
-

contradictions, that is, of criticism that at the same time preserves the positions that it criticizes.

 

  Ein Plädoyer für die Intoleranz

  Jan Assmann, Cultural Memory and Early Civilization hypólepsis
late treatise De anima -

Cultural Memory and 
Early Civilization

  Jan Assmann, Cultural Memory and Early Civilization, -



42

and continuing them freely. Assmann expands the concept to include commentary on and fur-

-

In contrast to the “dialogue” model, which may ultimately result in understanding partners 
-
-

ferred to intercultural musical situations if one assumes that composers today can operate in a 
theoretically unlimited meta-cultural space in which a globalized cultural memory continually 

is by no means a license for the consumerist attitude implicit in the concept of the “hypercul-
tural tourist.”

Alterity, Hybridization, and Incommensurability

of the question of cultural -
ferent that cannot be directly decoded as a sociocultural phenomenon that is ideological, or 
shaped by power discourses, and hence historically conditioned. Rather, it requires “essential” 

has become an important instrument in identity-creating liberation discourses that are critical 
of authority. In addition, the tendency of those who use alterity toward essentialism exposes 
them to the critique of constructivist theories of identity summarized above. 

In his thoughts on recognition, Paul Ricœur stresses that the foundations of the concept of 
“alterity” contain an originary asymmetry (“the other remains inaccessible in his or her alterity 

-

Das kulturelle Gedächtnis, 

-

die Vorredner gesagt haben.” Jan Assmann, Das kulturelle Gedächtnis
Neue Musik und Interkulturalität
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nearness and respect in equal measure, and thus avoids the “pitfalls of a fusional union.”  At 

Hegel’s model of a “struggle for recognition” implying an “involvement of misrecognition in 
recognition.”

is made easier for the members of the community,”  ultimately tends toward a stance that is 

and essentialism. By contrast, “forgetting” originary asymmetries can result precisely in ce-
menting open or hidden hierarchies. 

-

aidagara]  

 

ates the authenticity discourse so that “authenticity and hybridity are, from a discursive point 

between the two terms and betrays their ideological dimensions.”
has criticized the supposedly neutral-objective observer position associated with hybridity-

products of individuals and groups as if they were botanical specimens.”  So, in the concept of 

The Course of Recognition

mépris méprise

inherent to all forms of recognition.
  Freud, Civilization and Its Discontents

-
Das Unbehagen in der Kultur

Die Philosophie Japans

  Bhabha, The Location of Culture

Cultural Hybridity
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and hyperculturality. Certainly, we should remain aware that the hybrid substance of cultures 
describes a fundamental constitution of all cultures that has simply become increasingly vis- 

-

-

large parts of globalized societies.

language, political aesthetics, and the philosophy of science, as well as a basic model for un-

not possible here, it certainly is a relevant concept for the discussion of musical interculturality.

-

 Similarly, 

incompatible and cannot be reduced to or derived from one another.  Although they developed 

In French poststructuralism in particular, “incommensurability” became a decisive part of 

still triggers defensive reactions to this day.”  Michel Foucault’s concept of the “archaeology 

episteme.
-

dress the irreconcilable and untranslatable nature of language systems.  He points out, in 
Wittgenstein’s sense, the fundamental irreconcilability of saying and showing, and thus ulti-

  See Oberheim, “
.

  
  Oberheim, “

 

  Foucault, The Order of Things.
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mately the irreducibility of linguistic materiality.  
-

sion to the unpresentable by means of visible presentations” and thus deny themselves “the 
solace of good forms.”

-
-

logists and literary scholars
the process.

-
poses is omnipresent. Admittedly, “productive misunderstandings” are always welcome in the 
artistic context, and “communication disturbances” are a popular topic in avant-garde artistic 

-
tive misunderstanding, the idea of incommensurability can indeed become fruitful without 
having to withdraw to the position of a rigorous untranslatability.

It is also important to recognize that comparable discourses on the incommensurable exist 
-

Instances of this reception refer to anti-authoritarian and regime-critical elements of these 

intellectual history.
In this context, therefore, what is required is no less than a critical discussion of the lim- 

-
-

religious, ritual and magical intentions, and a “paradise of content intactness.”  

***

In these introductory “circlings,” I have attempted to place contemporary composition in the 

 Sounds in Translation
Exploring Translation Theories.

  See for example Asad, “The Concept of Cultural Translation.”

Neue Musik und Interkulturalität  
Dangerous Tunes
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cultural centers in global cultural politics,  as well as the inescapable ethnocentrism of canon-

-

embeddedness without subsuming these asymmetries under a pseudo-universalist but ulti-

1. 
-

mensurability.
2. Compositional approaches must be discussed in the context of the dynamic between an 

intercultural  (which ultimately lies in a critique of established forms of cultural 

An awareness that the recognition of cultural alterity (that can imply or presuppose a 
-

out the possibility of reciprocity. Music is destined for such reciprocity to the extent that 

structures, however, is undoubtedly a great challenge.

performers, writers, and listeners that help to create music as a historical and social event 

decentered, transnational, entangled perspectives in which “asymmetries” and “non-si-
multaneities” are highlighted without denying real and potential phenomena of historical 
convergence and coincidence.

Neue Musik und Interkulturalität



II. Toward an Entangled History of  
 Twentieth-Century Music in a Global Context

1. Preliminaries of an Intercultural Music Historiography

-

istic positions. Second, the need to develop categories for comparing forms of music that come 

aim of moving beyond a mere statement of multiplicity. In the light of recent (and not so re-

-
cal methodology.  or historiographical 
methodology  have shown, many of these polarities are still alive and well. For example, we still 
debate how music historiography, despite all postmodern objections, can continue to be con-
ceived of as a “grand narrative” following “mainstreams,”  or whether we should rather allow 

sites, foregrounding once-neglected areas through a “micrology” of pétit récits.

Dahlhaus, Grundlagen der Musikgeschichte
-

The Imaginary Museum 
of Musical Works. 

Konstruktivität von Musikgeschichtsschreibung.
  “CH20 

history 

La condition postmoderne -
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-
tural historiography, however, would have to investigate the existing tensions between such 

-

toward the text paradigm. It is clear that such a history can ultimately only be described, as 
 as a “polylogue 

 Music 

First of all, then, the analyses presented here presuppose a basic comparability of musi-

a purely functionalist notion of structure (in the sense that “all music” is ultimately no more 

covertly ethnocentric universalism (that would view all individual phenomena as manifesta-
 Furthermore, it seems no less self-evident that one should 

assume a continued interplay of immanent and contextual factors in the production of musical 
“meaning” through composition, notation, interpretation and reception, and increasingly un-
derstand how these areas correlate and interweave. When combining individual “voices” in the 
complex of what “music” can mean in an interculturally expanded domain, however, we must 
be content to dispense with evolutionary or teleological models. Inevitably, we must respect dis- 
continuity as a basic principle present even in the smallest cells of the individual articulations 

At the least, dispensing with the “grand narratives” must be a precondition when they refer 
to the orthodoxy of “techno-essentialism,”  a naïve concept of progress that reduces music-
historical dynamics to an increase in structural complexity or gives absolute precedence to the 

  Osterhammel, Die Verwandlung der Welt.

Neue Musik und Interkulturalität,  
Danuser, Musikalische Lyrik Vom 19. Jahrhundert bis zur Gegenwart – außereuropäische Perspektiven  
 and Pople, The Cambridge History of Twentieth-Century Music.

 

-
-

Towards a Global Music Theory
  See Williams, “Of Canons and Context.”
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-
cus of the , however, proves problematic in some 

 
-

-

South America than in its former heartlands. It is not so much that there has been a relocation 
 

However instructive the insight may be that the discourses of Western music have to change in 

is therefore right in his criticism that “the consequences of the global and globalized nature 
of new music haven’t been fully thought through or conceptualized. […] behind the ostensible 

-
ter’ and ‘periphery’ seems to go on unabated.”

musicology,”
 a concept further pursued by Georgina Born.

on an integration of music analysis, music historiography, and ethnomusicology, but also on a 
fundamentally relational

  Heile, “Weltmusik
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Models of Music Historiography and the Critique of Universal History

From the age of colonialism and historicism onward, a persistent dichotomy was established 
between the -
sical cultures have only been credited with musical traditions but no music-historical continui-
ty. Such a dichotomy exists not least because scripturality has usually only played a secondary 

-
rich Schlegel and Georg Wilhelm Friedrich Hegel in the early nineteenth century, and the ac-

-
Western music, the criterion of scripturality 

tradition of Western music is coherent at least insofar as it has a completed shape. Its begin-

-
dertone of cultural pessimism that foregrounds the prevalence of cursory, fragmented listen-

of merely stringing together isolated events while listening to music – concatenationism.  In 

the music so disseminated in ‘the West’ is a truly distinguishing feature – perhaps the West’s 
signal musical distinction. It is deserving of critical study.”  But this unique “abundance of the 
most varied styles and expressive forms”
voices, hardly stands up to objections from postcolonial theory or ethnomusicology, and could 

Music in the Late Twentieth Century Music in the Moment.

  Helmut Lachenmann in Spahn, 
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Alternative approaches to music historiography have repeatedly been outlined, but rarely 
put into practice. A teleological principle of progress was already questioned in rudimentary 

Musikgeschichte als Geschichte der musikalischen Formwandlungen (Music History as the 
Abendlän-

1920s.
case, was even shaped by a deep cultural pessimism of a decaying “occidental” (or more speci-

-
Der Untergang des Abendlandes 

to provide “Perspectives of World History.”
While it is still the prevailing view that “everything presented as a line of development is 

simply an abstraction from progressions and regressions,” and that “development has many 
threads and moves in several directions simultaneously,”  there is hardly a music-historical 
overview that has truly drawn out the necessary conclusions from this insight. A systematic 

and social history,  

example the idea of an intercultural history of philosophy.
modernities” and “entangled history,” explored further below in this chapter, pursue the aim of 
weaving together at least some of these requirements.

First, however, steps toward an engagement with the tradition of universal-historical and 
 

studies, Walter Wiora’s Die vier Weltalter der Musik
ing’s 

Musikgeschichte als Geschichte der musikalischen Formwandlungen
  See Lorenz, Abendländische Musikgeschichte im Rhythmus der Generationen. 
  See Potter, Most German of the Arts.

-

Jacques Handschins “Ton-
charakter”

  See Spengler, Der Untergang des Abendlandes

  Dahlhaus, Grundlagen der Musikgeschichte
  See Treitler, Music and the Historical Imagination, Tomlinson, Music in Renaissance Magic The Cam-

bridge History of Twentieth-Century Music The Oxford History of Western Music.
  See for example Wimmer, Interkulturelle Philosophie Interkulturelle Philosophie zur Einfüh-

rung.
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his outline stands in the tradition of colonialist universal-historical concepts. He presupposes a 
“natural” foundation of music that he only believes to have been fully developed in “occidental 
music,” and whose “naturalness” – as opposed to power-political factors, for example – is the 

Zur Tonalität des deutschen Volksliedes 
 edited by Guido Waldmann and -

-

special status of Western music in purely technical, seemingly non-ideological terms.

 Hence his study 
attempts to examine all forms of music from a culture-sociological position through analyses 

“that explain how a musical system is part of other systems of relationships within a culture.”  

evolution of music, as judged in terms of one particular civilization’s concepts of music.”  
ing calls for a precise examination of the sociocultural situation from which music emerges, 
the “cultural agreement”  through which alone it can communicate meaning, and the “sonic 
order”

  Wiora, Die vier Weltalter der Musik, -

-
-

Most German of the Arts. 
How Musical is Man?, xi.

  Ibid., 56.

  Ibid., 11.
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-
 

Benjamin Britten or Gustav Mahler, he follows his own subjective feelings and strongly empha-
sizes that he has not drawn on any analyses by other authors.

-
search in particular, one example of which is Stephen Blum’s notable article “Composition” in 

 Grove.

els that can be augmented in a given performance with varyingly extensive variations. Indeed, 
as the following section shows, opening up the notion of composition is a preliminary when 
intercultural contexts of music history are approached, as narrow conceptualizations of this 

that scripturality can by no means be the sole criterion to delineate what music should be in-
cluded in an intercultural music history, but also that distinguishing between the connection 
to written and non-written components of the compositional process can assist in laying out 
the criteria for comparison sought here. What must also be found is a convincing combination 

between compositional act, composer, society, politics, and historical “encyclopedia.”

Opening Up the Notion of Composition 

the Western musical discourse composed 
music,” for example (or also “composed
how culturally-conditioned these concepts, or the historical processes to which they refer, in 
fact are. 

before the intensive encounter with 
Western culture through imperialism and colonialism since the nineteenth century essentially 
featured nothing analogous to the Western concept of “musical composition,” which conse-
quently appears as a “special path” of the West. this confrontation with the West, how-

of Western styles or compositional tendencies toward the rupturing of the cultural-aesthetic 
-

lonial perspective that presents music-historical movements as solely dependent on Western 

Die Musik in Geschichte und Gegenwart, non-Western 
contexts are consistently ignored, implying that their forms of musical creativity do not meet 

  Ibid., 60.
  See Blum, “Composition.”
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the standard laid out, namely producing a “construct with artistic ambition (which is thus char- 

In opposition to this rather dualistic view of Western composed music and non-Western 

more complex model. My model will not dispute the cultural autonomy and largely indepen-
dent historical development of both forms of musical creativity before the nineteenth centu-
ry while adopting a less essentialist position. For now, let us continue to assess the concept 
of “musical composition” in the Western context.

 – the criteria that justify “viewing 
 and hence placing it in opposition 

to musical creativity in other cultures are far from self-evident.  Certainly there was a new 
 

extemporized performance, leading to the introduction of a functional and exact music no-
poeticus musicus,  this situation laid 

procedures of the late fourteenth-century ars subtilior -
tion remained crucial in Western music up to the twentieth century, in a complexity that only 

-
hough, for example, is only conceivable as the radicalized autonomy of written formulation in 
relation to musical practice, which it certainly enriches creatively at the same time, but without 
being limited by the possibilities of any established res facta (which may freely signify here both 
the means of standard notational practice as well as limitations of traditional musical perfor-

Des Lebens wilder Kreis  
Loesch, , Strohm, “Opus: An Aspect 

-

Micrologus de musica
Des Lebens wilder Kreis

res facta of Johannes Tinctoris 
( opus perfectum et absolutum (and the opus con-

Musica musica poetica of 

Des Lebens wilder Kreis
  See Blum, “Composition.”

Der 

opus 
und der Wittenberger Schulreform im internationalen humanistischen Sprachgebrauch verbreitet und stell-

opus
common long before Listenius and the Wittenberg educational reform in international humanistic usage and 
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 shall remind 

the Western conception of composition that emerged in the early phases of modernity around 

text. -
pation of music from social functions, the development of concert and opera life, and above 
all a corresponding repertoire that enabled the intertwining of antiquity and modernity in 

most clearly by the expectation that the “original genius” (
things while still respecting the limits of certain conventions.  In other words, the new and 

if only by slowly “seeping into” that repertoire through its repeated performance and gradual 
ascent to canonic status. 

 who also stresses the extent to which pro-

modernity.”
are the juxtaposition of authoritarian pre-modern art religion and high-modernist dramatur-
gy of sound in Richard Wagner’ Parsifal  or the ambivalence between colonialist and 
postcolonialist readings in Charles Koechlin’s and Percy Grainger’s adaptations of Rudyard  
Kipling’s Jungle Book
ern modernity is at once integrated and ostracized.

In recent musical performance studies, this assumption has been thoroughly challenged and 
countered by minimizing the impact of written musical notation to a mere “script,” a second-
ary aid for the primary experience of musical performance or “musicking,”

as performance.”  Probably 

 in- 

Monsieur Croche et autres écrits
Theory of the Avant-Garde

  Janz, Genealogie der musikalischen Moderne

The Malaise of Modernity, 

  See Small, Musicking.
Beyond the Score
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 and its 
“material presence and carnality.”  It has been noted by several commentators that Abbate’s 

-

-
tion, made by many scholars today, that a critique of modernity is deeply ingrained in the pro-
cess of modernity itself, a process which prominently and necessarily involves the decentering 

tends to retain a dualism of written and sounding dimensions of music, thus remaining indebt- 

composition dependent on performative reproduction and aural perception, composition and 
listening can themselves be understood as performative acts and thus described as incommen-
surable and idiosyncratic.

-

themselves from musical realization and add speculative and autonomous dimensions to the 
functionality of musical notation.
ness in this context – for example, in the scores of ci songs by the Chinese scholar Jiang Kui 

“own compositions” (ziduqu
had developed the text and music in close parallel.  

the outset, as Stephen Blum has done.
-

Adorno, we can trace these conditions to the tiniest details of a score,  even if the composer 

-

  See for example Liang, Music of the Billion
  Lam, “Writing Music Biographies of Historical East Asian Musicians.”
  Blum, “Composition.”
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-
-

to composition, the interplay between these factors becomes clear. As soon as composers oper-

musical traditions begin to oscillate. Such oscillations should be the focus of an intercultural 
music historiography.

De-Nationalizing Music Historiography

Broadening our idea of musical composition, integrating dimensions of performed and per-
ceived sound, and deconstructing the idea of authenticity are merely preliminary steps in an 
attempt at decentering and denationalizing the writing of music history. In order to outline a 

forward by recent theories in historical studies such as “entangled history”  and “multiple” or 
“alternative modernities.”

century, alluding to the notions of “relationality” and “synchronicity” as discussed in recent 
 Whereas 

is the sole agent of its history, that the emergence of modern societies is deeply connected to 
an interactive process among regions, nations, or cultures,   stresses the fact that 

 While these 
approaches suggest a more emphatic perspective on the project of a “world history” by bringing 

resist -

al music-historical processes not in isolation from global processes but as (frequently uncon- 

-

-
neous” [Ungleichzeitigkeit des Gleichzeitigen] as coined by art historian Wilhelm Pinder during 

  See Eisenstadt, Multiple Modernities Alternative Modernities

  See the summaries in Conrad, What is Global History?
The East in the West.
The Condition of Postmodernity.
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 the 

extremist ideas and movements. A literal transfer of this theory to music history is surely not 
viable and is not my principal aim. Rather, I am curious about how the “radical polyphony” of 
twentieth-century new music as described by Andreas Meyer  can be understood against the 

areas experiencing an “asynchronous delay” to Western centers, connected to an implicit or ex-

sighted demand articulated by many non-Western reformers in early postcolonial periods
Rather, the repeated emphasis on “non-simultaneity” points to the fact that twentieth-century 
music is much less subject to one

-
national perspective is neither a new nor, probably, a particularly provocative insight. Concert 
and opera companies of the seventeenth to nineteenth centuries were characterized by contin- 
uous processes of migration and exchange, and their protagonists – composers, virtuosos,  
singers, impresarios – usually had correspondingly polyglot life stories.  Styles typically blend- 
ed ingredients from diverse local, supra-regional, and “foreign” traditions, even and paradoxi-
cally where they claimed to produce “national styles.”
by the “poison of nationalism,” public recognition could only be gained on the basis of interna-

able without transnational journeys – in part forced by economic pressures.

August Wilhelm Ambros to Hugo Riemann has followed the model of a universal history, dat-

-
versal music histories, international or intercontinental relations were by no means presented 

 
-

  Pinder, Das Problem der Generation in der Kunstgeschichte Europas and Bloch, 
“Ernst Bloch and Wilhelm Pinder.”

no zeitgeist  
-

  Mishra, From the Ruins of the Empire

  See, among others, Bohlman, Focus: Music, Nationalism, and the Making of the New Europe and La Motte-Haber,  
Nationaler Stil und europäische Dimension in der Musik der Jahrhundertwende.
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at a more context-sensitive understanding of musical cultures, little changed. Hugo Riemann, 
for example, reacting to early studies of non-Western tone and tuning systems in the foreword 

Handbuch der Musikgeschichte 
of the “division of the octave into twelve semitones” and declared this a “historical fact that a 
few poorly drilled pipes from Polynesia or questionable singing performances of colored fe-
males cannot upset.” Folkloristische Tonalitätstudien  

of a developmental narrative of melodies and modes in various musical cultures. At that point, 

been challenged by new ideas of a relativity, equality, and multiplicity of cultures as put for-

  
not yet a well-established concept in early comparative 

Seeger’s basically evolutionary concepts of cultural history, which generally accredited low de-
velopmental stages to “primitive” non-Western musics.

half of the twentieth century, and despite many neo-nationalist tendencies extending into the 

and popular music grew in the twentieth century. At least toward the end of the century, these 
changing relationships made the need to revise the established music-historical methodologies 
increasingly clear. It can be said that, as a result of exile and extensive migratory movements, an 
increased transnational orientation in the arts has been a simple historical fact since the begin-

-

-

 
 

Western Music  
-

tive from the geopolitical tensions of the Cold War based on the supposed decline of the avant- 

Handbuch der Musikgeschichte -
-

  Ellis, “On the Musical Scales of Various Nations” and Boas, The Mind of Primitive Man Beyond Exoticism, 

  See Stumpf, Die Anfänge der Musik
Seeger see Sharif, Speech about Music.

 
 The Ox-

ford History of Western Music
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-

-

-
-

thodology by combining the ideological and institutional historical with aesthetic dimensions 

levels of investigation and their mutual conditionality.”
cultural, and political formation, generally at the national level, that are assumed to be one-to-
one,”  with internationalized art production as a prime example of “areas of contact that are 
transformed through their mutual interaction.”

-

be considered at the transnational level. In the current subject discourse of musicology, such 
a model seems to encounter problems, above all, because the division of labor between sub-

explored by ethnomusicology, encompassing traditional and popular music, is juxtaposed with 
globalized “Western Music,” for which historical musicology is deemed responsible.  A high 

 

-
schichtsschreibung.”
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What Andreas Meyer refers to as “musical anthropology” -

-
sic emerge in which modernist and anti-modernist motifs are interwoven. In other words, for 

cultural relativism – an essentialism insisting on the uniqueness and incommensurability of 
local traditions – and an advanced structuralist universalism. Such aesthetic transformations 
cannot be adequately understood without the geopolitical context of the twentieth century.

Transnational Avant-gardes?

-

garde.” As discussed earlier, a single person may always be conceived or conceive themselves as 
-

lowing Welsch or Han, transcending or even eliminating the very notion of clearly distinct, sep-

a historical analysis of the decades around 1900 and later periods in which cultural essentialism 

authoritarian and relativist cultural essentialism did not stop at the frontiers of musical compo-

musical exoticism and orientalism is a well-studied area of postcolonial musicology. However, 
we can arguably detect traces of relativist thought in the ideas of some composers who turned 
to non-Western musical traditions with more dedication and enthusiasm. In such cases, the 
context of musical modernity, its rejection of established musical modes and practices, helped 
to overcome prejudice against an assumed low evolutionary stage of non-Western traditions. 

non-Western musics resulted in a transnational proliferation of compositional techniques and 

step, attempt here to replace “transcultural” with the more neutral term “transnational,” and 
thus challenge the idea that composers actually created a hybrid aesthetic area beyond the 
spheres of distinct cultures, the question remains whether these composers formed transna-

but even during later periods. 
Adopting Bloch’s concept of the “non-simultaneity of the simultaneous” to music historio-

graphy may enable us to understand how composers and musicians developed similar ideas 
-
-
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their social, geographical, or conceptual distinction and independence (isolation, non-simul-
multiple modernities

focus on the “non-simultaneity of the simultaneous” may seem to place me in the camp of the 

point for the discussion of a transnational avant-garde is, of course, that it compels us to rede-
-

avant-garde, even within 
a Western discourse of new music, is far from evident. Recently, Pietro Cavallotti has insisted 

twentieth-century music history.  In this sense, Gianmario Borio suggested earlier that an 
aesthetics of continuously surpassing the features of musical modernity must be considered a 

musical avant-garde (without necessarily calling such procedures “progress” 

conclusion that the avant-garde concept must be opened up for large parts of twentieth-cen-
tury music because innovation, the surpassing of previously “modern” musical features, the 

 is a broad concern of musical poetics from 
the early to the late twentieth century in and beyond the West.

I believe that this situation prompts us to doubt seriously the usage of the term “avant- 
-
-

ture of modernity in general, so that “avant-garde” and modernity seem to be inclusive or at 

enables intercultural music historiography to stress how closely musical modernity and the 

developed toward non-Western “traditional music” arguably grew out of the observation that 

Theory of the Avant-Garde.
  Borio, .
  See Straus, The Remaking of the Past.

-
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both globalizing art music in the Western tradition and traditional non-Western musics were 
marginalized by the processes of canonization, commerce, and the abounding genres of popu-
lar music established since the advent of the recording industry. For emerging non-Western 
composers, the situation was even more complex, as traditional musics underwent accelerated 

agendas. It is thus vital to see a connection between the modernist readings of traditional non-
Western musics by Western-educated composers and these composers’ social situation. I will 

that serve as my case studies.

2. Internationalism and Universalism:  
 Repercussions of Political and Cultural History

-

ing to their changing meanings and implications in music-historical contexts. By attending 
to the controversial debates which arose from these ideas, this chapter demonstrates how the 

and aesthetics. I also show how the “simultaneity” of such an increasingly globalized musical 
communication continued to imply many “non-simultaneities” between global and local, West-
ern and non-Western music aesthetics or “realities.” I suggest that these “non-simultaneities” 

Internationalism

by several decades, and resulted from both political-militarist confrontation and a certain so-

was in fact already a global characteristic of political movements in the second half of the nine- 

 
, 

around 1900 saw a proliferation of international non-governmental organizations in many 
areas, particularly in the social and political domain, which became crucial sites of activity 
for the globalization process.  
ization of economic, communicative, and technical standards such as standardized mea- 
sures and weights – but it also led to an increasing internationalization of cultural events as  

  Osterhammel, Die Verwandlung der Welt
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presumably brought about by Western civilization.  Some had a profound impact on cultural 
and musical processes and innovations,

 In addition, the inter-

nationalist agendas.

the national isolation of musical scenes and institutions resulting from World War I and the 

 the ISCM intended 
to represent and support composers, performers, and amateurs of contemporary music “of all 
aesthetic directions and tendencies – irrespective of citizenship, race, religion, or political be-
liefs.” -
nization remained a platform for a relatively non-ideological, though clearly Western-oriented, 
international exchange – Soviet and communist countries never applied or were considered 
for membership.  Indeed, the “Prague manifesto,” approved by the Second International Con-

-
ganization.

although the repression of Western-oriented aesthetics varied considerably, with Poland and 
-

change with the West.
In the immediate postwar period, the word “internationalism” usually had positive con-

notations when used by Soviet-oriented writers, based on the idea of solidarity among nations 
 Most notably, this “internation-

alism” was based on the preservation of national identities and characteristics, in declared 
contrast to Western capitalist “cosmopolitanism,” which was considered to erode these char-

-
 In the Prague 

-
rious crisis” of contemporary music, contributing to a much-repeated trope of postwar music-
related discourse and, indeed, of the modernist discourse in general.  In both popular and art 

  See Fauser, Musical Encounters at the 1889 Paris World’s Fair.
  See Born and Hesmondhalgh, Western Music and Its Others.
  Osterhammel, Die Verwandlung der Welt

  Haefeli, -
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music, the reason for this “crisis” was believed to lie in the “individualism” and “subjectivism” 
of the Western composer and performer.

et sa conscience
the program of the Prague manifesto.

to reconcile socialist realism with musical modernism, including his positive assessment of 

modernity’s crisis were to be seen in the “emancipation from the religious-cultic to the cultur-
al-civil” and the implied processes of individualization and anti-collectivism. In contrast to 

-
stadt Summer Course demonstrates how such “moderate” positions during the years around 

-
tionalism,” may be found most prominently in interwar, wartime, and postwar neoclassicism, 

 

-

such as Arnold Schoenberg’s A Survivor from Warsaw -
 Karl Amadeus 

Deutsche 
 In their idioms and programs as well their genesis and performance 

history, these pieces mirror particular concrete facets of wartime and postwar history, as do 
-

  See Carroll, Music and Ideology in Cold War Europe

  Carroll, Music and Ideology in Cold War Europe Arnold Schoenberg’s  in Post-
war Europe
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in similarly explicit terms, consequently tended to conceive of their potential audience as a 
“global” community, which, not least, in many cases may have helped to overcome local resis-

Menschheit”
must arguably be viewed not only as reactions against the nationalist discourses of the recent 
past, but also as evidence of an increasing awareness of global interconnectedness – including 

in this context were the invention of serial music, with its structuralist universalist claims, and 
forms of ethnically accentuated multi- or transethnic universalism occurring later on.

Universalism

-

clearly indicates a more emphatic and optimistic world-embracing concept aimed at transcend-

literature,” “world art,” etc.

to Joseph Haydn in which he assumes that his “language” can be understood throughout the  

century aesthetics.  At the same time, universalism served as the founding ideology of nine-

-
-

Neue Musik und Interkulturalität Weltmusik
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such as Walter Wiora’s Die vier Weltalter der Musik 

subject to constant change, and failing in the test of precise geographic borders. Whether there 

-
-

emphasize cultural uniqueness and the partial incompatibility or alterity of a “culture” or “na-
tion” with other comparable entities. Relativism in particular seems to function essentially as 

-
nity and act both as intrinsic components in the process of nation building and as the basis of 

 At the same time, we can recognize that essentialism and 
-

idea of essential entities is a shared assumption of both universalism and essentialism.

or political misuse, as for example in diverse forms of neo-nationalism. Such a reclamation 

-

-

obvious counter-reaction to migration and economic changes resulting from globalized politi-
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-
versalism, which I label “religious” or “spiritual universalism,” “technological universalism,” 

“structuralist universalism,” and “transethnic” or “transcultural universalism,” and I will char-

“art” and music, particularly the notion of art as a universal phenomenon, understood as a “col-
-

tentially global impact. My categories do not exclude one another, but rather interact in myriad 

postwar music history, which will ultimately become evident in the case studies discussed be-
low.

Religious and Spiritual Universalism

-
tical theories and ideologies such as Marxism appear as necessary consequences of a critique 

of musical performance and reception became particularly pertinent in nineteenth-century 
“religion of art,” eventually motivating composers to conceive an all-encompassing reform of 
the modes of musical presentation and reception, the most prominent example being Richard 

-
ments of mystic Asian traditions. An important Russian-American-Italian trajectory in this 

Scelsi. -
La Jeune France 

 while the inspiration drawn from the Renouveau catholique 
movement also included considerable culturally conservative elements.  Messiaen’s Indian-

-
dible evocation of gamelan music in the gagaku in 
the fourth movement of the Sept Haïkaï
theological world order, thus also connecting to the quadrivium tradition of religiously based 
numerical rationalism and symbolism.

-
 

path by a divine message,  claiming that his music merely “translated” divine vibrations.  

  Gut, Le Groupe Jeune France, Borio, “Vom Ende des Exotismus.”
Renouveau catholique in den Texten von Olivier  

Messiaen.”
  Bruhn, Messiaens musikalische Sprache des Glaubens.
  Sabbe, 

Die Grundlegung der Musik Karlheinz Stockhausens
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-

the entire world.”

a music of the whole earth, of all countries and races.” -
tion as a basis for the compositional process, with the composer acting as a “medium” between 

 
acteristic simultaneity of rationalism and mysticism.

Technological Universalism 
-

nity if not its main constituting factor, has led to the “time-space-compression”  typical of 

-

that technology is a culture-independent force, transcending traditional forms of encultured 

-

Understanding Media War and Peace in 
the Global Village -

 Many of 

-

Musical Exoticism

Neue Musik und Interkulturalität

Neue Musik und Interkulturalität
  See Heile, “Weltmusik
  Siebert, 

Telemusik
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Telemusik, realized 
-

-
one

aspects of a structure are related to other individual details.

-

imaginary country of  (part of the cosmic Harmondie  the univer-

the genius composer as a universalist, “global” agent empowered by technology.

eine

-

  See Siebert, 
Neue Musik und Interkulturalität
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Telemusik, in 
which – contrary to the composer’s emphasis on a diversity of musical styles that should not be 

 

in which the uniqueness of the individual elements is almost completely erased – Telemusik 
employs both synthetically generated sounds from sine tone and triangle wave generators and 

which strives for a balanced relationship between pluralism and “monism,”  is hardly put into 

fragments of the traditional music recordings become audible, they are heard in a blurred, 

used might have been rooted in the wish to respect their “original” form by not quoting them li-

Western conception of a composer as universalist and “discoverer,” based on nineteenth-centu-
ry religion of art and Catholic faith, probably should be considered the main reason.

Structuralist Universalism

In both the Cologne and Paris contexts, the impact of universalist linguistic theories should 
-

a “universal, planned order,”  was rarely connected to explicit cultural or ethnic claims dur-

 Neue Musik und Interkulturalität
Telemusik

  Cott, Stockhausen. Conversations with the Composer
The Works of Karlheinz Stockhausen

Musik als Vorstel-
lung jener umfassendsten ‘globalen’ Struktur zu verstehen, in die alles einbezogen 
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Considering that the catalogue included both a “postcolonial” criticism of aesthetic (and poli-
 and seemingly “neutral” descriptions of how Western artists used “non-

Western material,”  this period today appears as a transitional phase from a structurally to an 
ethnically rooted universalism while, at the same time, the deep problem inherent in musical 

-

-

  Siebert, 
Frankfurter All-

Musik und Bildung Universitas
Texte zur Musik

-

-



73

-
tion process early on when he emphasized the interconnectedness and entanglement of global 
regions, while his belief in a deterministic convergence and “inner renewal” of decaying and 
perishing cultures shows clear traits of early twentieth-century cultural pessimism in the style 

Der Untergang des Abendlandes 

-

world culture.

Erdling -
 he “literally embrace[s] the earth,” 

and sets out to create “new forms […] in which many aspects – stylistic qualities – are united.” 

cultures” deemed necessary.  

“invigorating” forces of global musical traditions, the call for a preservation of traditional mu-

role to the composer, staged as a preserver of traditions and innovator transcending them at 
the same time, is a paradox that lies at the heart of globalized art music’s universalist tenden-

-
certo -

of the innovator of the modern Western orchestra, a citizen of the world and practitioner of 

Transethnic Universalism

by his increasingly international success as a composer, which included performances, com-

  Ertan, Dane Rudhyar

-

in eine mehr einheitliche Erdkultur 

The Map.”
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-

 In contrast, the impact 

studies.

George Crumb, and John Cage  – although Cage’s universalism is arguably better described as 
a complex synthesis of structural and ethnic or cultural components. 

“crisis” of modern music with its “rejuvenating” forces.  Capellen’s approach shows obvious 

 
al modernity discourse, recurring in waves.  Representatives of early comparative musicology 

 a position expand- 

amply documented and analyzed in earlier studies.

 Mauricio Ka-

and Georges Aperghis in France, Benjamin Britten in Great Britain, and, largely neglected by 
research, Henri Pousseur in Belgium, -
posers and a considerable number of Asian composers (including most prominently Pan-Asiat- 

  See Heile, “Weltmusik
Neue Musik und Interkultu-

ralität
  Nicholls, “Transethnicism and the American Experimental Tradition.”
  Capellen, Ein neuer exotischer Musikstil an Notenbeispielen nachgewiesen  

-
-
-

Neue Musik und Interkulturalität Weltmusik and the Glob-

Neue Musik und Interkulturalität, Hei-
le, “Weltmusik -

  Heile, “Weltmusik
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Western musical practices, might very well be found in the precarious social situation of new 
music, necessitating the creation of aesthetic and cultural alliances and solidarities that tran-

3. The Ambivalence of the Local in Twentieth-Century Music

A dynamic concept of culture must concede that a tendency toward essentializing cultural 

-

-
lenge of nationalist generalization can itself turn into a questionable nationalism when aiming 

be subsumed under the local, and in a generalized form – as an “invented tradition” – turn into 

concepts of musical culture can be understood within the tensions between national essential-

resonances during the century’s second half.

Stravinsky and Bartók: Construction and Criticism of National Music  
in the Tension Fields Between Composition and Ethnography

tial counter-model to the misuse of musical topicality by the totalitarian political systems of the 

 
ed sympathizer of Italian fascism

-
nunciation concerned above all the idiom of the national Russian school of the decades follow- 

Pierre Boulez

Von Giacomo Puccini zu Luigi Nono Music in Fascist Italy
Svadebka



76

“naive but dangerous” and “sterile tendency” of nationally minded Russian and Spanish compo-

been created instinctively by the genius of the people” on an ethnographic basis.  At the same 

-

 show, on the 
-
 

(Le Sacre du Printemps
considerably abstracted and transformed.  Similarly, the sonorities in large parts of 
of Spring, Petrushka
characteristic Russian instruments, such as the shepherd shawms dudka and , the hurdy-
gurdy líra or the psaltery gusli.
also occasionally notated the music of his local environment.

melodic transcription of his sources, even considering the sociocritical context of the melodies 
in the context of his ballet scenarios. -

rather exposed them to radical transformation processes that went as far as pre-serial meth-
 

 in accor- 
dance with Sigmund Freud’s analysis in Totem and Taboo
premiere of Danse 
Sacrale Danse seems 

An Autobiography The Rite of Spring
The Rite of Spring,” 505.

Stravinsky and the Russian Traditions
Melodje ludowe litewskie 

The Rite of Spring. The collection 

Stravinsky and the Russian Traditions
of a rozhók The Rite of Spring

líra -
ment of a song of a sightless lirnik -
ser, The Rite of Spring -
graph (Stravinsky and the Russian Traditions

Stravinsky and the Russian Traditions
The Rite of Spring Sacre du Prin-

temps.”



77

nostalgia for lost primitivity.

implicitly distanced himself from a neo-nationalist idealization of archaic Slavic rituals.
-

-
ferentiated criticism, and thus also uncovered the reasons why this composer still occupies 

 Julie Brown distinguishes 
-
-

 He clearly distinguished it from the hybrid and “contaminated” form of urban 
-

 At the same time,  
 

-
ferentiate between “authentic” and “contaminated” forms of local music. However, this insight 

be “pure, fresh and healthy.”  
-
-

“brotherhood of people.” 
around the world – is now being presented as a possible source (“well assimilated foreign im-

, which integrates extremely 

 
ity, the march is labeled “incontestably Hungarian.”

the discourse on culture and “race” since the nineteenth century,
-

sider philological authenticity to be relevant for art music at the highest level, but rather fore- 

Le Sacre du Printemps

Weg und Werk

  See among others Young, Colonial Desire Johann Gottfried Herder: Kulturtheorie und Humani-
tätsidee
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-

all conceivable sources, and that the mere fact that he considers musical material suitable for 
 

Localism in Chinese New Music Since the 1980s

-

dimensions of power and appropriation are more visible today than in the past cannot least be 

discourse should also be understood as a reaction to the increasing Westernization of Asia since 

-

way – such as the constant change, variation, coloring of single tones, the great importance of 
-

In Asia, localism has played an important part in music history, especially in China, starting 

(shangshan xiaxiang
youth” (zhishi qingnian

-

xinchao (new 

-

The Rite of Spring

 

  See Bernstein, Up to the Mountains and Down to the Villages and Mittler, Dangerous Tunes https://
chineseposters.net/themes/up-to-the-mountains.php.
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She Huo, rehearsal number 6
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Chinese local traditions in an analogous way.

Mong Dong  for voice and 
She Huo

Western instrumental ensemble is not so much about the musical depiction of a harvest festival 
to which the title refers  as a general atmospheric characterization of Chinese country life. In 

chuanju

blurring of the instrumental tuning of various local ensembles is “radicalized” by microtonally 

Mong Dong for male voice and ensemble 
xinchao generation. What is deci-

-
mon a lost originality between man and nature, evident in the adoption of vocal techniques of 

refers to the  patterns of the shifan luogu percussion ensembles.  In a dialogic manner, 
short phrases of eight beats each are grouped in ever new proportions, for instance in measures 

Perhaps the most spectacular result of the move toward localism in Chinese new music 
Nine Songs

famous archaic poetry cycle Jiu ge -

screaming, and whispering, as well as ceramic instruments that were largely newly built for 
-

cal characters such as the  
 

xungen

-
tional – identity with an openness to international tendencies – but without the goal of  

-
tioned himself with Nine Songs

  Mittler, Neue Musik aus China,
  See Jones, Folk Music of China

Neue Musik und Interkulturalität
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His concept would thus immediately become a criticism of Chinese nationalism as well as the 
homogenizing tendencies of Western cultures.

Toward a Critique of Authenticity-Based Thinking 

ideological dimension of compositional localism is thus hardly less complex here than in  
-

ticity, which can then be “abstracted” almost arbitrarily in the process of appropriation. Here 

Example 2.2: Guo Wenjing, She Huo, rehearsal number 26
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cultural or intercultural positioning seems more plausible the more  it becomes, and the 

Nine 
Songs

 In this context, however, it 

are primarily aimed at Western audiences – even though they have been no less successful in 

genres – are in a constant process of transformation and do not produce immutable “authentic 

musical or compositional act will therefore operate, consciously or unconsciously, within this 

music, which must not be touched by art music, as well as the image of a “hypercultural” super-

transform these extremes through variety and precision of compositional ideas and solutions 
can attempt to outstrip the ideological accents of the local – especially in view of the resurgent 

alist or provincial discourses involves an artistically substantive reference to local identities as 

Music
liberated from the idea of authenticity, of being thus and not otherwise.”

4. Modernist Reception of Japanese and Indian Traditional Music  
 between 1910 and 1945: Delage, Cowell, Mitsukuri, and Hayasaka

Un-
gleichzeitigkeit des Gleichzeitigen De-Nationa-

-
sers and musicians during the pre- and postwar decades developed similar musical ideas and 

-

Das Ende der Exotik
  Adorno, Philosophy of New Music

Philosophie der neuen Musik
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-
tinguish themselves from most of their contemporaries by their dedicated and systematic at-
tempts to adopt, incorporate, and re-invent non-Western music traditions as a principal feature of 

-

performance of the most recent and advanced new music from other countries, while also shar-
-

emerged from a pessimistic view of contemporaneous Western music, a common stance in early 
twentieth-century discourse. Japanese and Chinese as well as Indonesian or Indian traditional 
music seemed to provide all those features that Western music of the early twentieth century 

an unsettling manner on tendencies of nationalist, essentialist, and isolationist thought in the 
-

Maurice Delage: Close Listening to Asian Traditions  
and the Emancipation from Exoticism

Apaches, founded 
in 1902, and of the Société Musicale Indépendante -

Apaches consid-

opera Pelléas et Mélisande
their criticism of the nationalist and conservative impact of the academic musical establish-
ment of the Schola Cantorum -

Société National de Musique Apaches, 

-

Société Musicale 
Indépendante Société 
National Société National had declined to 

Etudes antiques



84

  
 

 
 

 
cc

o 
W

or
ld

 W
ar

 I 
 

 
 

 
W

or
ld

 W
ar

 II
 

 
 

 
 

 
 

 
 

 
 

 
  

Sc
ho

e
, P

ier
ro

t l
un

ai
re

 
 

 
 

 
 

 
 

 
 

, 
, T

ro
is 

po
és

ies
  

 
 

 
 

 
 

St
ud

ien
 

 
 

de
 la

 ly
riq

ue
 ja

po
na

ise
 

  
 

 
 

 
 

 
 

 
 

, P
ag

od
es

 
, T

ro
is 

po
èm

es
 de

 
 

 
e

 
 

  
 

 
 

 
 

 
, M

ad
am

a B
ut

ter
fly

 
M

al
la

rm
é 

 
 

 
 

 
 

 
 

 
 

 
, 

, D
as

 L
ied

 vo
n 

de
r E

rd
e 

 
 

 
 

 
 

Pe
llé

as
 et

 M
éli

sa
nd

e 
18

75
 

18
80

 
18

85
 

18
90

 
18

95
 

19
00

 
19

05
 

19
10

 
19

15
 

19
20

 
19

25
 

19
30

 
19

35
 

19
40

 
19

45
 

19
50

 
19

55
 

19
60

 
19

65
 

   
 

 
 

 
 

 
,  S

hé
hé

ra
za

de
 

    
    

 
Ch

an
so

ns
 m

ad
éc

as
se

s 
 

 
Ap

ac
he

s 
So

ci
ét

é m
us

ic
al

e i
nd

ép
en

da
nt

e 
 

 
 

  
 

 
 

 
Ra

ga
m

al
ik

a 
 

 M
au

ri
ce

 D
el

ag
e (

18
79

–1
96

1) 
Q

ua
tr

e p
oè

m
es

 h
in

do
us

 
Se

pt
 H

aï
-k

aï
s 

Tr
oi

s c
ha

nt
s d

e l
a j

un
gl

e 
 

 
 

 
 

Am
ia

bl
e C

on
ve

rs
at

io
n 

 
 

ith
 

 
At

la
nt

is 
Re

st
  

Un
ite

d Q
ua

rt
et

 
 

 S
om

e M
us

ic 
Th

e B
an

sh
ee

 
“

-
” 

 
 

 
 

 
M

os
ai

c Q
ua

rt
et

 
 

 
 

 
 s

tu
di

es
 in

 B
er

lin
 

 
 

 
 

    
    

    
    

) 
 

 
 

N
ew

 M
us

ic
 S

oc
ie

ty
 o

f C
al

ifo
rn

ia
 

 
 

 
  

  
 

H
en

ry
 C

ow
el

l (
18

97
–1

96
5)

 
 

 
 

 
, 

 
Si

nf
on

iet
ta

 
 

O
ch

ita
ru

 te
nn

yo
 

 
 

“
” 

 
 

k
 

 
 

 
 

 
 

 
 

 
S

sa
kk

yo
ku

ka
 re

nm
ei

 
 

 
 

 
o 

 
 

 
 

 
 

Sh
uk

ic
hi

 M
its

uk
ur

i (
18

95
–1

97
1) 

 
 

 
 

 
 

, 
 

 
 

“
” 

 
,  

 
 

, 
N

ih
on

 w
as

ei 
no

 ki
so

 
 

Et
en

ra
ku

 V
ar

ia
tio

ns
 

Sh
in

 on
ga

ku
 re

nm
ei

 
 

[
 

 
 

 
 

 
 

N
ih

on
tek

i o
ng

ak
ur

on
 

 
 n

o m
ai

 to
 u

 n
o m

ai
Pi

an
o P

ie
ce

s 
 

Fu
m

io
 H

ay
as

ak
a (

19
14

–1
95

5)
 

Ko
da

i n
o b

uk
yo

ku
 

 
 

 
 



85

symphonic poem Conté par la mer -
nings successfully introduced the most recent musical trends from both its French members 
and international composers. Among other activities, it organized the French premieres of Ar-
nold Schoenberg’s Six Little Piano Pieces

Pierrot lunaire -
 

Although the Pierrot premiere had to be canceled for practical reasons,  the society’s concert 
-

Pierrot Trois poésies de la 
Trois poèmes de Mallarmé Quatre 

poèmes hindous 
Apaches- and SMI-mem-

Nationale -

Ensemblelieder in der 
frühen Nachfolge (1912–17) von Arnold Schönbergs Pierrot lunaire, 141.

Pierrot lunaire An 
Autobiography Ensemblelieder

Comité de 
la SMI Ensemblelieder

Natio-
nale  

-
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-
ring this concert, but it documents the struggles of the younger generation of Paris-based com-

Sacre 

Apaches and the Société Musicale Indépendante a fertile ground for openness toward non-Western 

Les  
Indes galantes Shéhérazade 
artistic achievements of the Apaches 

Javanese gamelan structures into some of his piano pieces, most notably in Pagodes  
gave way to attempts at a closer modeling of non-Western traditions as in Charles Koechlin’s 
Deux pièces javanaises, which were based on transcriptions of Javanese gamelan pieces and were 

 Furthermore, given that, during his 

major technique in developing one’s own style,  it seems consistent that his approach to Asian 
traditions was based on detailed study, close listening, and reconstruction of these traditions’ 

-
ment of Quatre poèmes hindous Ragamalika Sept Haï-kaïs

Quatre poèmes hindous -

not easy to determine. In the autograph and the printed edition of the piano score, the follow-
Madras (Une Belle…  

II. Lahore (Un Sapin isolé… Bénarès (Naissance de Bouddha -
 (Si vous pensez… -

Debussy.

Suite Javanaise -
vanese gamelan -

Écrits,  

Ensemblelieder
 Ensemblelieder, 

Revue musicale S.I.M. on 



87

rather than the dates of composition.

-

my small orchestra since I have searched for Hindu sonorities that send chills up my spine.”
-

nal Revue musicale S.I.M.  and other sources, Jann Pasler has singled out those 

 

continuity of pitch, rich timbres, especially in vocal music, and their supposed spontaneity and 

on “Hindu music.”
“pure” Hindu music.

Lahore (a song based on the French translation of a 
poem by Heinrich Heine  performance of Jaunpuri Todika 

Ensemblelieder

Ensemblelieder

  Ibid., 101.

 

 
-

In: Sämtliche Gedichte, Ensemblelieder
Intermezzo no. 1 of the Trois mélodies

sitar 
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Alap -
tion (alap  B
B  A  playing techniques in the cello part 

vocalise, which systematically changes between open and closed mouth articulation, a feature 
 In contrast to the 

Lakmé 

suggests close modeling on a recorded performance.

 

 

 
closed mouth on strange nasal sonorities, hot breath, cries and caresses!

Ragamalika
Quatre poèmes hindous

is a detailed transcription of a recording of the devadasi
who was based in Madras
the temples at Mahabalipuram.  

Ensemblelieder  as darba-
ri-kanada (“midnight  F G A  B  B  G F G E

jaunpuri to darbari
intentional departure from the recorded model.

Ensemblelieder
Curieuse impression d’horizons où passent des sanglots véhéments ou très doux, des sites tendres et des réveils dans la 

belle lumière

chaud, cris et caresses!” Gabriel Grovlez, “La musique dans les partitions,” Musica

devadasi
-
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 was probably recorded in 1909.  Devadasi dancers and 
singers were temple courtesans who were sold to temples at a young age and learned classical 
Indian styles of music and dance. Arulpa is a genre of devotional song with the highly melisma-
tic and sliding line of the voice accompanied by tabla drums and a tanpura  
means “garland of  during the 
same piece. arulpa is attributed to Ramalinga Swamigal (Swamy, 

 
, in which the performer 

uses the text freely to bring out the essence of the raga and the meaning of the text.”
common pitch center of the emerging in this piece, B
damped in the piano by placing a small piece of cardboard under the hammer of the piano’s 
B 2-string, imitating the buzzing sound of the tanpura

Nadaradjâ (Shiva  indicating 

 by continuously alternating be-

-

it was doubtless naïve considering the complex history of Indian music traditions and their 

to hear Indian music in its own terms.”  
Sept Haï-kaïs

 
Japonisme in many French and 

the poems for the latter’s  
tions.  Five of the seven poems of Sept Haï-kaïs -

Sur les lèvres japonaises,  

  Ibid. 

Maurice Delage ou La solitude de l’artisan

-
Stravinsky and the Russian Traditions
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Example 2.3: Maurice Delage, Ragamalika
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, a collection 
of French haikai  

haikai, a form of tanka 
-

 haiku haikai -
nitsura 

attributed to the medieval Heian-period waka
haiku or haikai 

Sept Haï-kaïs 
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Both the piano and the ensemble version of the Sept Haï-kaïs were published by Jaubert in 

anese shamisen

haiku 
Sept Haï-kaïs.  

 Sept Haï-kaïs , are 

 and B  with major and 
Raga-

malika

-B  
 and G

Histoires naturelles

F -G

movements of the tortoise. 

of the -mode, popular in adaptations of Japanese melodies and modes around 
1900.

-B-C
 and G

-
sero shamisen (cello shamisen teion 

shamisen shamisen Composing Japanese Musical Modernity

Japan (Galliano, Quatre [Deux] images du vieux Japon for piano.

Maurice Delage ou La solitude de l’artisan
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-

-

a “sound composition” reaching far beyond established orientalist musical concepts. Although 
the current state of research does not allow a reliable conclusion as to the actual impact of 

-
Ragamalika, the Sept Haï-kaïs establish a 

far more abstract and concealed way of communicating with the non-Western tradition – most 

Henry Cowell: Toward Cultural Hybridity

If the Société Musicale Indépendante stood for a new internationalism and new approaches 
toward the music of non-Western cultures, those preconditions reappeared in a more rigor-

sic], 
Schoenberg, Ruggles, Rudhyar, etc.”

Sept Haï-kaïs  
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-

.  Similarly to Ravel’s 

 An anti-nationalist stance was a precondition especially for many composers who had 
 a 

-

-

fundamental, and racial differences as overtones.

  Ibid., 454.
  Ibid., 454, 461.

 
Pierrot lunaire 

Making Music Modern -
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-

Californian theosophical community Halcyon,
ican poet and amateur musician. Cowell had already joined the community as a teenager in 
1912 and many of his early pianist practices, such as cluster and string piano techniques, as well 
as music-theoretical ideas, namely microtonal and polyrhythmic concepts,  can be attributed 

were to represent the oneness of humans and nature,  and the string piano techniques (sound 

harp conceived as the universe’s body of resonance (a reference to the antique concept of the 
-

mic play”  A transcultural dimension 

ized by continuous movement and dynamic motion  – features that abound in Cowell’s early 

theosophical community the “germic embryonic seed of future majesties of growth,” of a “new 

  Sachs, Henry Cowell

  Ertan, Dane Rudhyar
  Oja, Making Music Modern

-
Henry Cowell

New Musical Resources -

  Herzfeld, 

  See Oja, Making Music Modern



96

koto
 – an 

experience that, according to the composer, explains his open-mindedness toward musics of 

be superior.”  In his short piano encore Amiable Conversation 

speech melodies in a conversation between two Cantonese in a Chinese laundry.

of traditional music from Japan (shamisen, shakuhachi sitar, esraj  

-
mentalists.”

 Anti-immigrant and racist discourse generally 
-

-
 In the same year, he began a study of the 

and 

-

-
 In the autumn 

Tirawa 

  Sachs, Henry Cowell
  Sachs, Henry Cowell

Chinaman Laundryman

-

  Sachs, Henry Cowell shamisen
shakuhachi sitar esraj wu con -

  Ibid.

  Sachs, Henry Cowell
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Guggenheim Foundation grant.
von Hornbostel’s Phonogramm-Archiv systematically as well as receiving intense instructions in 
the performance and theory of Javanese music by Raden Mas Jodjana, in Balinese music by the 

Berg, and Anton Webern, who at one point was supposed to conduct a concert with American 

anti-essentialist position, based on the close observation of the musical traditions he studied. 
Criticizing the focus of comparative musicology on acoustics and tone psychology, Cowell de-

music in the world of which one may say with certainty that it is completely indigenous to the 
region in which it may be found. And when, through integration, does a hybrid form cease to be 

“the single tone with a given pitch is not the basis of musical sound” but that such a basis rather is 
to be found in the sliding tone, represented by a curve.  In reaction to systematic scale theories 

, in which sliding tones occupy a prominent position because

-

that act as the basis of music clearly emerged from the close study of Indian, Chinese, and Jap-

of sound as manifest in Cowell’s string piano compositions. 

unpublished score of Atlantis

due to the experimental setting of the score.

Henry Cowell
  Sachs, Henry Cowell

-

The Nature of Melody
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this approach may have been a vocal ensemble using extended vocal techniques that Cowell  
 Atlantis thus 

demonstrates impressively how principles derived from non-Western practices and the latest 

score Some Music, 
of continuous movement, realized by alternating scalar movements within semi- and whole-

-

the restricted use of sliding lines for the purpose of word-painting in the song Rest 
the secondary role of continuous slides in the third movement of the Mosaic Quartet

 
Cowell’s United Quartet -

-
ture which would become characteristic of Cowell’s later style, although usually only one parti-

 Cowell declared the United Quartet “an attempt toward a 
more universal musical style”  and a preface to the score explicitly addresses a multicultural 

 

  Sachs, Henry Cowell

“Vocal Innovators of Europe.”

Ostinato Pianissimo 
Celtic Set Persian Set for chamber orches-

Pulse Ongaku 
United Quartet Four Assorted 

Movements
Hoedown Taxim Tala Chorale American Melting 
Pot

String Quartet no. 4, United Quartet
Beyond Exoticism

United Quartet
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Atlantis

sopr.

c-alt.

bass

vln.

vln.

vla.

vc.

Largo ( = 40)
Wail

sopr.

c-alt.

b.

vln.

vln.

vla.

vc.

7
Piú mosso
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-
tinction between “primitive music” (“represented […] by using a three-tone scale, and exhaust-

counterpoint, and by the fact that the whole result is something new, – and all that is new is 
 It becomes clear from this distinction that both Cowell’s cultural relativism as 

well as his aesthetic universalism are based on those essentialist concepts he had felt at odds 
with during his days in the Berlin Phonogramm-Archiv
three simple layers as “principal melody, countermelody plus drone, and percussive accompa-
niment”

his approach clearly apart from French and American neoclassicism. Characteristically, Cowell 

-

-

-

Cowell detailed his perspectives on the relationship between traditional and contemporary 
music in many further essays and statements that have been scrutinized in the dissertation 

-

Beyond Exoticism
 String Quartet no. 4
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sics was still shaped by an evolutionary concept distinguishing between “primitive cultures” 
-

tures.

and scholarly concept of music consisting of discrete, analyzable “elements” that might be  

free to use and combine these resources into a new universalist model of a “music of many 
cultures.” Such naïve openness and the straightforward goal of its audience-friendly compo-

 

in Japan had reached considerable standards, an outcome of roughly sixty years of radical and 
all-encompassing modernization and Westernization programs since the Meiji restauration 

, Western-oriented cham-
ber and orchestral music written by Japanese composers, but also in , traditional Japa- 
nese music. While these two segments of Japanese music were largely isolated from each other 

 
Michio Miyagi’s Etenraku Variations  
maro Konoe, an adaptation of the most famous piece from gagaku court music, performed dur-

 
-

tionalist tide in Japanese politics, escalating in the occupation of the Manchuria peninsula in 
(Fe-

Shin ongaku renmei

common objective was to qualitatively change the integration of Japanese musical traditions 
into contemporary music. As Stefan Menzel has demonstrated, the compositional scene had 

-
 (

Kurai to

Shin 
-

  Menzel, 
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the decades that followed.
 

prominent use of the half-diminished seventh chord in connection to the  scale and 

 

reach beyond such conventional limitations, adopting the term  (lit. “rising,” “innova- 
bunmei -

nese cultural discourse. -

In addition, it seems that the association was conceived in opposition to the -

of popular and children’s songs assembled (as elsewhere in the world, popular music reached 
 In its 

beginnings,  was associated with the concept of “avant-garde” that 
was concurrently imported into culture-related discourse, translated as or transliterated 
as .  Although all composers of the group were oriented toward recent musical 

-

  
Musical innovation was such an important objective of  that it was 

  Ibid., 105.

 

-

  Galliano, 
  Menzel, 
  Galliano, 

Shin ongaku ha
 

Prometeo  
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harmonies of the mouth organ ( gagaku
traditional chamber music genres  and jiuta

“colors.”
to agree on such a detailed compositional program,  the four guidelines can also be read as 

-

Nihon gendai  (Federation of Contempo-

same year,

While the ISCM membership made Japanese composers part of an international community, 

 

 

-

-

Kindai Nippon sakkyokuka renmei

-

  Ibid. and Galliano, 
 ( -

ciation for Japanese Music Culture (

-

  Galliano, 
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Both composers’ federations adopted optimistic language at their outset. In the context 
of the foundation of the Shin ongaku renmei  

combine new methods and techniques with the venerable heritage of our traditional culture.”  

-

musicians and composers for about two years, started their activities.
they staged a one-day festival under the French name Le festival de musique contemporaine in 
Sapporo’s Imai Memorial Hall.

ing a version of de Falla’s ballet music El amor brujo
nozai  

ic establishment.  
alism and the composers’ more rigorous and direct approach toward Japanese traditional 

 (
 

style dubbed  – adopting the national style 
 
,  

Ancient Dance 
(

. 
-

nese harmony” (Nihonteki waseiron

Japanese Rhapsody ( Pas-
torale

 

 
piece 

Sinfonietta Ancient Dance  

 Sinfonietta  
Ongaku konkuuru

  Menzel, , 116.
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-

thereby addressing an international readership.
model of gagaku 

anese - and ritsu-scales of the gagaku -G
-[B ]-A-G-F

that might be interconnected by either F  and F  or B  and B . Assuming a Pythagorean tuning 

 Also, the tritone should be applied consistently, as it 
occurs in both basic scales.  song cycle 
ten haiku

 Indeed, seconds 
here repeatedly seem to have the status of resolution sonorities.

pitches F  and F  as well as between B  and B  as a starting point for a rather free alteration of 

note variant of the 
 is raised 

to B , resulting in a combination of a -trichord (B-
 by B -
 again replaces B  and in the next measure the 

F  is raised to F  which could be 

Basho kikoshu to 
-

  Corresponding sonorities in Japanese koto -
Das Fremde und das Vertraute

  Uma ni nete /  / Cha no kemuri

-
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-
cerned with deploying alterations to the standard  scale rather than the consistent 
application of his own system.

  
 A continuous minor 

-
nal part of the haiku.

-A-B -B -

 replaces A  

“F-negative” F-G -A -B  raised to C , analogous to 

the remaining part of the song establishes the F center.

the end of the phrases.

School and demanded of his students a “submission to the fundamental law of our function-
al harmony” and to the “strict regulation of imitative-contrapuntal structure.”  In this de- 

 
 

Nihon wasei no kiso (Foundations of Japa-

 

-

  Shizukasa ya / iwa ni shimiiru / semi no koe

  See ibid.

Nihon wasei no kiso
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Piano Pieces ( )

7

14

21

28

34
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treatise Nihonteki ongakuron -

second- and fourth-intervals as well as excluding several chords entirely from the system of 
“Japanese harmony.”  

 short Piano Pieces ( -
proach to Japanese harmony while remaining indebted to traditional scalar and melodic struc-
tures

-

-F-B
C  and A
pitch center of a ritsu -F-A -B -C

 and B  as well as G  and F -
-A

-F  which is concurrently introduced in the bass line. A similar 
approach is applied to the  tetrachord on B
resulting in a transposition of the dissonant sonority to C -F-B

-F-
A -B -C -F-C -F-B

-C  in the pen-
ultimate measure, resolving into B
eous modal pitches evident.

 Piano Pieces

the cycle (  

to ancient unaccompanied vocal music genres of the court music gagaku such as . Although 
-

Warbler (uguisu (com-

***

on “Japanese harmony” in multiple ways, turning the debates on harmonic details into “ideo-

Nihon wasei no kiso ni oite no shiken Nihonteki ongakuron

  See Pacun, 
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Four Unaccompanied Songs to Poems by Haruo (Haruo no shi ni 

Andante



112

logical hair splitting.”

away from the enthusiasm of his earlier periods and into “inner emigration” during the war, 

-

-
clusive audience.

-

in global music history.
Starting by summarizing the commonalities, we can highlight that all four composers were 

proactive founding members of composers’ societies that were conceived in direct opposition 
-

cally on a hierarchical, paternalistic social system in the arts with strong nationalist tendencies 
and showed the necessity for the younger generation to establish itself by setting up their own 

and funding (in all societies, the founding composers also frequently acted as performers and, 

While internationalism was employed in all these cases as a main counterdiscourse against 
the aesthetics of the dominating repertoire in concert life and compositional production,  

modernity-related cultural confusion that had been described as early as 1912 as “complicated 
and intricate” ( fukuzatsu hansa  Similar to pre-

puts the Japanese composers’ activities during that period in a politically charged context. More- 

years and turned into nationwide organizations, necessarily losing the initial rigor of their 
aesthetic programs. We can therefore say that the institutional context in which these four 
composers operated, and which was evidently crucial for the development of their aesthetic 

lowed interrupted the optimistic internationalism of the enthusiastic early periods.

be expanded in two directions, either highlighting the entanglement of aesthetic ideas in a 

  Sachs, Henry Cowell
  Menzel, 
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global context, thus suggesting an “entangled history,” or rather their distinction and inde-
 

cussed the option of multiple musical modernities as a music-historiographical model at length, 
choosing Japan as a case study.
close interaction between Japanese and Western music since the Meiji era and, on the other, the 
particular situation and “uniqueness” of Japanese music history, with its -  sepa-

ination of an autochthonous, incommensurable musical culture of Japan gave way to a poly- 
 demanding a sen-

the highly entangled manner in which Western and Japanese modernities are cross-related. 
It seems therefore, that the “entangled history” model is ultimately a more useful approach, 

 
haikai resp. haiku

a harmony based on drone and ostinato structures and multiply chromaticized modes, might 

to be considered in broader contexts, such as the anti-Romanticist turn to aphoristic forms 
around 1910 shared by composers worldwide.

Japanese 

with Cowell’s attempt in the United Quartet to extract commonalities from diverse “primitive 
musics,” necessarily eradicating distinguishing features of individual traditions. Still, these 

-
-

tion that seemed to provide inappropriate tools for responding to the social and aesthetic prob-

hint at the tentative beginnings of a transnational musical modernity. But the divergences, 
which can be attributed primarily to the institutional, social, and political contexts of their 

-

transnational music-aesthetic exchange.

  See Obert, Musikalische Kürze.
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5. Re-Reading the Impact of the “Cultural Cold War”  
 on Music History: Cowell, Mayuzumi, Berio

Postwar Music History and the “Cultural Cold War”

 First, it is certainly obvious 

be doubted. Second, there is no denying that the music-semantic complexity of the music of 

grasped with reference to contemporary or political discourses alone – and this claim can be 

“apolitical music”  and, in particular, that there is a connection between the aesthetics of se-

 In addition, Anne C. 

of serial and aleatoric music cannot be understood as detached from the political ideologies of 
the time, in which these issues arose from battles between ideological camps.

-
-

zation of serial music, which is referred to as ‘cold,’ constructed and inhumane.” -

writings.
“worthlessness” of contrary aesthetic attitudes, or the “eradication” or “extinction” of certain 

Artists were sometimes well aware of the historical burden of such rhetoric. In this situ-

-

-

Kalter Krieg in der Musik

 
 Pierre Boulez -

Music in the Late Twentieth Century
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And that the anti-communist cultural policy of the American occupying forces sometimes also 
promoted performances and institutions of the musical avant-garde  – in the sense of a de-
fense of artistic freedom, more nolens volens

Finally, following the observations of Ben Parsons
 must be 

 and changing 

history might arguably be interpreted as a fruitful public dispute and continued revision of 
positions, rather than ideological “blindness.”  

 Pierre Boulez

-

-
 

musique engagée. See also Carroll, Music and Ideology in Cold 
War Europe

  The most thorough examination of this question can be found in Beal, New Music, New Allies. See also Beal, “Ne-
gotiating Cultural Allies” Settling Scores

New Music, New Allies
-

Pierre Boulez
-

Music and Ideology in Cold War Europe, 
, Music on the Frontline

 Pierre Boulez

-

Der Monat
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-
war societies. Indeed, the fact that music, and new music in particular, was part of this power 
struggle and was consciously conceived of as a medium or even “weapon” in the “Cultural Cold 
War” has been highlighted in a number of recent studies,  though the extent to which this 
explicit political context shaped aesthetic and stylistic developments and decisions remains 
contested. 

optimistic image and use of technology for experimental means were further indications of a 
close relationship between Western new music and capitalist modernism, eventually resulting 
in a re-academization of musical composition, most famously instigated by Milton Babbitt’s 

 And while technolo-
gical progress had equally positive connotations in the Soviet-dominated sphere, the aesthetic 
appropriation of the social prestige attached to the sciences in art music during the postwar 
period was unique to the project of the Western avant-garde. 

remained closely connected to world political events and developments, particularly in divided 
countries such as Germany  and Korea.

-
spective, cultural or musical statements in this region were considered implicitly political, all 
the more since a concept of “musical autonomy” had not been established in Asian countries 

-

-

Der Monat

Music and Ideology in Cold War Europe, 

Music in the Late Twentieth Century
Musikalische Dekonstruktion and Jungmann, Kalter Krieg in der Musik.
Creating Korean Music Hwang Byungki.
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political engagement.
Although global politics was thus obviously a considerable factor of synchronization and 

inadequate and insensitive to the complexity of historical constellations and processes to place 

control of composers and musicians in totalitarian regimes on the same level. In sum, “simul-

all the truer if one widens the perspective from the transatlantic situation to the global. For an 

 
and the Tokyo 1961 East-West Music Encounter 

As demonstrated in Chapter II.2, both internationalism – as a form of composers’, performers’, 
and audiences’ awareness of global interconnectedness and interdependence – and universal-
ism – as the more or less open attempt to reach beyond the limitations of national or local 

-
gories – may be understood as countermodels to the ubiquitous construction of composers as 

-

-

-
  

New York Times 

-
mation about the Congress for Cultural Freedom see among others Coleman, The Liberal Conspiracy, Hochge-

, Stonor Saunders, The Cultural Cold War, Scott-Smith, The Politics of Apoliti-
cal Culture, and Wellens, Music on the Frontline
the CCF are discussed, among others, in Stonor Saunders, The Cultural Cold War, Carroll, Music and Ideology in 
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CCF aimed to demonstrate the unlimited freedom of style and expression in contemporary mu-
 
 

-
Ford Foundation, purportedly aiming at closing 

time and again due to political events and other factors.

 Both festival and 
 (the 

-

Bacchanale

Cold War Europe New Music, New Allies,  
Nicolas Nabokov.

Der Monat, 
Encounter in London and Preuves The Cultural Cold 

War

  Giroud, Nicolas Nabokov

-

Nicolas Nabokov -

  Sachs, Henry Cowell
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Program and List of Participants

Program (17–22 April 1961)

17 April

18 April

The Music of India
The Music of Indonesia

Concert Music

19 April

Western Studies of Eastern Music
Asian Music under the Impact of Western Culture
Problems of the Sino-Japanese Musical Tradition Today 
Problems of the Indonesian Musical Tradition Today 
Problems of the Indian Musical Tradition Today 

Western Music in the East
Western Music in Japan
Western Music in India
Western Music in the Philippines
The Composer in Japan Today

20 April:

21 April  

Stochastic Music
Refreshing the Auditory Perception
The Philosophy of Style

Patronage of Music in the West
 

22 April: 

Music – East and West.
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Conference Participants
Arima, Daigoro

Crossley-Holland, Peter

Daniélou, Alain
Draeger, Hans H. 

Hirashima, Masao 
Hood, Mantle

Maceda, José
McPhee, Colin 
Miyagi, Mamoru

Nomura, Koichi

Ruppel, Karl H.

Schuh, Willi

Thomson, Virgil

Tran Van Khe

Vatsyayan, Kapila

Vlad, Roman

selected festival participants not listed as conference speakers:

Prey, Hermann
Stern, Isaac

Japan Philharmonic Symphony Orchestra 

Royal Dancers of Thailand

-

 

In addition, there was a general anti-American sentiment in Japan, with the previous year’s 

-
tic viewpoints, envisioning a new “universalist” musical idiom independent from dominating 

-



121

 – not least in order to sub-

-

the preservation of “non-Western” traditional musical practices, which to them appeared un-
der acute threat in the rapidly Westernizing Asian countries.

-
vert CIA interventions in Africa, Asia and Latin America shattered faith in liberal universalism in 

A memorandum written at the end of the conference outlined the project of an “International 

the Mayor of Berlin, Willy Brandt, to act as advisor to the city government on cultural matters,  

even universalist claims of both serial music and countertrends such as Henry Cowell’s ethni-

“Discussions. Music and the Listener,”
Encounter, Music – East and West

  See Stonor Saunders, The Cultural Cold War Nicolas Nabokov

Music – East and West -
-

schmidt (see Giroud, Nicolas Nabokov
 

-
liner Festspiele also emerged from this process. See Stonor Saunders, The Cultural Cold War
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part of a CIA plot.”  However, such contexts reveal the important insight that “advanced music 
 A closer 

 
formed during the festival. Far beyond the conference, the “entanglement” of all three com- 

-

apt example of the “non-simultaneous” impact of simultaneous events in postwar music history.

Henry Cowell and the Project of Hybridization
Henry Cowell’s compositional approach, aimed at hybridizing global musical traditions, 

-
singly consistent over more than three decades despite all the political changes during that 

-
 He simultaneously tended toward 

a more conservative idiom contrasted with his early “ultramodernist” experiments, an idiom 
which was certainly better suited for representative political purposes than, for instance, John 

-
tion toward universalism.

-
portance was his encounter with the shakuhachi

  Ibid.
-

  See, among others, Nicholls, “Transethnicism and the American Experimental Tradition.”
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 for shakuhachi  Crucial to the 

the Philippines, Hong Kong, Japan, and Korea.  Comparable to the activities of the Congress 

While still in Japan at the end of this journey, Cowell began composing the orchestral piece 

Japanese court music gagaku and the urban chamber music . Cowell completed this 
 -

gagaku 
court music, and shakuhachi music. Cowell was particularly impressed by the chord structures 
of the mouth organ  in gagaku

musical genres, including two concertos for koto and orchestra.  Cowell explicitly pursued an 

-
pan, Cowell’s explicitly stated goal was to counter international serialism with a new musical 
universalism – on American terms.”
from his point of view, the interest in Asian music was primarily due to the diagnosis that West- 
ern music styles had already lost their “vitality” toward the end of the nineteenth century.  

 
-
-

  Sheppard, Continuity in Composing the American Cross-Cultural -
Extreme Exoticism.

  Sheppard, Continuity in Composing the American Cross-Cultural
  Sachs, Henry Cowell

  Sachs, Henry Cowell

  Sachs, Henry Cowell
koto koto

Haiku (Spirit of Japan)
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sic” and subsuming all musics under an American label do involve a certain problematic egotism 

cultural politics or diplomacy, with a degree of caution. -

cold war,”  one must at least consider that Cowell’s universalism was not an immediate result 
of the geopolitical situations of the Cold War, especially since it had developed from the 1920s 
onwards. Certainly the Cold War provided additional motivation and encouragement for this 

a model for a diplomatic elite whose target group was a broad public.
How did Cowell’s hybridized musical language actually materialize? In the introductory 

text to 

melodic variation that are common to both cultures. Western techniques for thematic develop-
ment are not applied to the material.

-
sic” – from the perspective of American musicians and listeners – while emphasizing that he 
had not quoted any Japanese melodies. Autograph materials, meanwhile, have revealed a close 

 repertoire of gagaku Japanese court music.  Cowell, however, chose the 

 repertoire, but rather in 
certain koto and shamisen
the pieces of  (trio setting originally of shamisen, koto , in-
creasingly replaced by the shakuhachi

Henry Cowell

-
New Music, New Allies

Henry Cowell
Ongaku
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, which does not appear in the pitch system of  

exact duplications or transpositions of the ’s aitake chords, which determine the harmony 
of -
tal” sounding  due to his engagement with Persian and Arab music, while on the  
other hand, the references to Japanese traditions are possibly intentionally set in an imprecise 

of koto and gagaku traditions, which are strictly separated in the Japanese  (traditional 

also suggested by the choice of the general title  (“Music” – in opposition to , West- 
ern-oriented musical composition, and 

Cowell was by no means the only composer fascinated by the musical traditions that Japan 
gagaku and the 

 
-

hausen with gagaku  the public in Japan responded favorably to  
these approaches of Western composers, as in Cowell’s case.  In all these cases, in the sense of  

gagaku -
-

mance practice in gagaku

the mouth organ : C-C -D-E-F -G-G -A-B , F , and B Music of a Thousand Autumns, 
ryo ritsu -

miyakobushi trichord (C-D
of the variable intonation of the leading reed hichiriki Ongaku, 

-G and G-E -D as a structural basis, not as intonational variants. Sheppard, in 
Ongaku

oriented to sankyoku gagaku (Sheppard, 

are unequivocal in terms of composition and instrumentation (in the second movement the gagaku model is 

blending gagaku and sankyoku references in both movements.

gagaku alongside the sankyoku genre of 

Neue Musik und Interkulturalität, -
Licht

Der Jahreslauf Licht. Die szenische Musik von Karlheinz 
Stockhausen.

  The koto koto
koto Ongaku

Ongaku
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Andreas Meyer’s “musical anthropology,”  there is a tension between what is considered an “ar-
chaic,” but in fact idealized, non-Western tradition (which, in the case of Japanese court music 

traditions under the conditions of musical modernity, where the forms of “synthesis” could by 
no means all be equivalent, but were subject to a controversial contemporaneous discourse.

-
self felt in a variety of ways, and also had a tremendous impact on postwar Japan. It may be too 

-
pean and Japanese musical culture (as Bonnie Wade does

 

-
 [

many artists in postwar Japan avoided or explicitly denounced, reminded many of the Japa-
-

zumi, born in 1929, was part of the composers’ group 

Philadelphia Inquirer

  See Wade, Composing Japanese Musical Modernity

Ongaku,  – pitch structures 
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no kai -

Mayuzumi presented the earliest examples of musique concrète and electronic music in Japan, 

avant-garde idioms.

Mayuzumi tried to continue nationally-oriented prewar tendencies using new studio tech-

nese temple bells (
. Characteristically, he 

 
modes, however, are largely presented in a decidedly “modern,” textural reading of the national 
element and integrated into a system of “verticalized” serial rows. -

-

Finale

Bacchanale

Bugaku (the score 

 Following on from his spectacular cello solo Bunraku
, 

 In the context of 

  Galliano, 

Sange
Mandala Symphony Samsara Geka 

(Pratidesana)
 

Bugaku, 
-

, 
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the reference to the dance genre of the court music gagaku  – a traditionalism characterized 

tutti – it seems clear how the tutti

in the cyclic ostinato rhythms, we may also hear traits of gamelan structures, which had al- 

the concluding tutti is symptomatic of Mayuzumi’s neoconservative turn during this period, 

need to strengthen the relevance of the national in order to counteract the questionable stra-
-

ving a “patriotic” or “narrow nationalist” outrage.  Cultural essentialism, however, was thus 

mirrored in the nihonjinron

Bugaku

  In traditional bugaku /samai -

Music of a Thousand Autumns
/umai

komagaku

  Galliano, 

Das Ende der Exotik.

Bugaku
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-

increasingly turned to nationalist ideas as a result of the protests against the Ampo
As one of few Japanese composers, Mayuzumi combined the widespread cultural essentialism 
in the sense of minzoku shugi kokumin 
shugi

Nihon wo mamoru kokumin kaigi Nippon 
kaigi

 
gagaku ensem-

It is precarious to assert a direct connection between Mayuzumi’s clearly positively ac-
centuated reception of Western modernism and his political Japanese nationalism. It is as  
clear that both are closely related as it would be problematic simply to call Mayuzumi’s highly 

pitch systems and practices “nationalist” – an approach that need not shy away from the com-

alist tout court would ignore the tradition-critical impulse that found its way into Mayuzumi’s 
scores along with his reception of modernity. It should also be considered that paradoxically, 
Mayuzumi, through the international context of the “Cultural Cold War,” must generally have 
experienced support rather than obstruction for his neo-nationalist idiom, given that his spe-

resulted in a hybridity that coincided favorably with a politically motivated American cultural 

Luciano Berio: Collage Technique with “Suppressed Political Overtones”?

 
 

the context of the musical collage technique for which his spectacular Sinfonia

Fontana Mix in 
Aria for Berio’s American-born wife Cathy 

  Havens, Radicals and Realists in the Japanese Nonverbal Arts
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-

among other activities such as numerous trips and concerts including a prolonged stay in Berlin 

Berio’s Folk Songs -

emphatically multicultural concept that largely eschews any “structural” paradigm in favor of 

more strongly accentuated the political context of the time, in particular the “messa in scena” 
Passaggio Traces

-

-
-

sions that is based upon race or color,”
were still ubiquitous in everyday American life. Traces can be understood as a musical 
analogy to the critique of the reality of President Johnson’s “Great Society” model that appeared 

-
ceived exclusively for an African-American ensemble, with the exception of the mezzo-soprano, 

-
Les nègres

.  In addition 

 By contrast, Passaggio (which had 
caused massive public protests at the premiere in the Piccola Scala

-

 
lished in Alternatives 

 

Sinfonia
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Fl. 1, 2, 3

Pic.

Cl. 1, 2 ,3

Cl. picc.

Ob. 1, 2

E. Hn.

A. Sx.

T. Sx.

1

2

C. Bn.

Hn. 1, 2

Hn. 3, 4

Tr. 1, 2, 3

Tbn. 1, 2, 3

Sn. drum

A

B

Vla.

Vc.

Cb.

Bn.

Vln.

Harp

uniti

unito

rim shot

1o

1o

1o

AA

tasto

unitiuniti

1o

uniti
tasto

1o-2o

uniti

ord.

T.-t.

(     )

Vln. C

T1         And when they ask, why all this, it is not easy to find an answer. For, when we find ourselves, face to face, now, here, and they remind us that all this can't stop the wars,

S2     la  mer,  la  mer  toujours  remommencé

Pno.

Org.

Harps.

I  Timp.

II  Triangle
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lic  

eralized social sense,
Sinfonia and Coro -

counters with Realpolitik insofar as they radically expanded the plurality of cultural associa-

a comprehensive collage, ironically undermining overt political statements. In the third move-
ment of Sinfonia, Berio paraphrases a sentence from a separate essay published in the same year 

– shortly 

 (in the essay, there 

points self-referentially to the previously heard “music”
layers of additional musical and textual quotations here create a clear distance from any form 

La mer and Schoenberg’s 
Piece

in its second appearance in varied form – at the request “Say it again, louder!” (three measures 

-

In addition, the two textual self-citations are separated by the intervening climactic chord (B 
-

ments further as part of a formal music-speech dramaturgy.

the sentence quoted in Sinfonia the idea that “[n]ever before […] have responsible composers felt 

bread” (Berio, Sinfonia
is provided in Altmann, Sinfonia von Luciano Berio, Osmond-Smith, Playing on Words

  Berio, Sinfonia
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of events.”  In the second movement of Sinfonia -
ced in comparison to the overtly political music of Traces

 
Sinfonia “suppressed political over- 

tones that would jeopardize a harmonious image of American freedom and democracy. […]  

to criticize directly America’s failings.”

 
ed them at the same time – in deliberate contrast to the concept of “art as a weapon,” which was 
attributed to Soviet cultural policy.
phasized several times by the generally art-friendly administration of the Johnson presidency. 

 
sibility of the artist in society, with the goal of peace and “strengthening the nation,” as formulat-

freedom, as represented by the Congress for Cultural Freedom, found paradigmatic expression 
in Berio’s Sinfonia
since the strategies of perception in relation to the complexity of this text-music collage are heavi- 

 In this 

examining Sinfonia
the relationship between the art world and reality particularly explicit – albeit with almost no 
direct reference to daily politics – thus also honoring the aim of “positive” freedom.

Was Berio really a “model composer for America’s cultural Cold War battle,” as Kuo put 

arts organizations, Berio reciprocated his gratitude with a sanitized and apolitical text in the 
second movement of Sinfonia to prove his allegiance.”  Berio undoubtedly showed a consider-
able understanding of the precarious political situation in his adopted American home, and 
Sinfonia -

Sinfonia is by no means the result of a 
politically corrupted aesthetic, but draws on the achievements of serial music – the autonomy 
of the individual in the context of a still-related whole, as well as the treatment of the various 

Sprachkomposition – the emancipation 

  Ibid.
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essential development in compositional history. It was not until Coro

ism  Still, a comparable 
universalistic model in the sense of a concert music “world theater” had already been devel-
oped in a mature form in Sinfonia

Requiem für einen jungen 
Dichter  – without giving 

adequately interpreted according to any model based on the polarizations of the Cold War, no 
matter how much these were undoubtedly involved in Berio’s concept.

-
versalist concepts, even if they sometimes appeared in a “neo-nationalist” guise, as in Mayu-
zumi’s case. However, Cowell’s , Mayuzumi’s Bugaku, and Berio’s Sinfonia respond to 

under any shared historical label. Cowell’s American model of a “hybrid music,” an idealized 

-

performance, and reception. At the same time, all three composers were inclined to under- 

November Steps Re-
quiem für einen jungen Dichter

-
cal discourses. By continuously reframing and reconsidering established concepts of iden-
tity, all these composers ultimately contributed to challenging the global hegemony of estab- 

the political and musical layers of their musical aesthetics, the anti-traditionalist impulse of 

Coro
Coro” Sequenza XIV for Violoncel-

  Berio, Two Interviews

jungen Dichter.
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the Western postwar avant-garde and its paradoxical allegiance to so-called “traditional” mu-
sics reveal a basic ambiguity in postwar music history that, in its best moments, provided im-
pressive proof of a general public relevance of art music. Considering the worldwide marginal- 
ization of art music’s role in later periods and in today’s commercialized and digitalized soci-
eties, one cannot help but see this public impact as the primary quality that distinguishes the 
globalized music of the postwar decades from that of the present.

6. Categories of Intercultural Reception in Western Composition

-

intention here is to follow the development of basic aesthetic and technical paradigms from the 
immediate postwar period to the more recent decades of the late twentieth and early twenty-

the exclusive attention given to Western composers may appear at odds with the “entangled” 

compositional processes, decisions, and innovations since the postwar period were and are 
-

pact of John Cage, explored at the beginning of this chapter, is surely a case in point. Also, 
sheng demon- 

musical thought and compositional agency.

of the model of “unimpededness and interpenetration” (
Buddhism, to an intentionless continuum of sounds and silences  emerged in close dialogue 
with Pierre Boulez’s early serial techniques.  Both concepts can be equally understood as at-
tempts to free music from any form of established grammar or idiom. Postserial Sprachkomposi-
tion -

Aventures
Anagrama

of asemantic sounds free from the rules of existing languages. At the same time, Sprachkompo-
sition

-

Telemusik

  See Pritchett, The Music of John Cage
Neue Musik und Interkulturalität

Pierre Boulez – John Cage. Correspondance et documents.
Sprache als Musik Sprachkomposition, and 

Vocal Music and Contemporary Identities
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colors. A negative of these ethnicized attempts at a “universal language” appeared in Kagel’s 
Exotica

 between cultural idioms, and the proclaimed “universal” meaning of 
-

music history during the twentieth century. In this way, they are recognizable as a form of West-
-

-

Working on Myth

dismiss such sources as inadequate and thus call into question the creative process as a whole. 

a myth in the tradition of musical exoticism, possibly with reference to archaic traditions that 

tendency to refer to conceptual aesthetic or philosophical positions rather than musical idioms 

and lectures and other sources  was criticized even by an otherwise well-meaning interpreter 
 In fact, the ambi-

-

 In a nuanced form, a similar criticism could also be made 
of the intensifying reception of the philosophy of the Kyoto school (the same circle from which 

-

 
Telemusik and Exotica Neue Musik und Interkulturalität

cultures in Telemusik and Hymnen
Neue Musik und Interkulturalität

  Eco, 

-
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-

other Asian philosophies, in an eminently important music-historical emancipation from a 
-

pragmatism (direct applicability, for example, by adopting only the 
Yijing

 (heightening the received fragments within the scope of certain “intra-cultural” aes-
utopianism

an intracultural position that clearly determines the handling and interpretation of the received 
elements. Criticism in the context of postcolonial perspectives on a falsely mythologizing or 
post-exotic projection of “sacral desires”

processes and a creative examination of myth, ritual, and spiritual experience as an open meet-
ing space of cultures.

Pragmatism, Interpenetration, Difference

-

-
-

 

 

-
feld, -

Rude Awakenings

-
Vom Charakter der japanischen Musik In Praise of Shadows Kire: Das “Schöne” in Japan. As a 

Studies in Intellectual History of Tokugawa Japan.
Neue Musik und Interkulturalität
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may certainly appear categorical and simplistic, and his appropriation of non-Western idioms 
-

 At the same time, the change 
of perspective accomplished through Reich’s ethnological-critical and active learning engage-

able.

usually integrated into comprehensive aesthetic conceptions, which can be conceived in the tra-
dition of modernism as “heteroglossia,”
process, a reception model of interpenetration is developed, in part even with explicit reference 
to Goethe’s concept of a “world literature.”

genres – including the ongo
amadinda

-
bussy, late fourteenth-century ars subtilior -

-
-

these ideas disappear more and more.

Melos and 

Neue Linke – neue Musik -
lismus/Minimal Music.”

-
 

  Welch, “Meeting Along the Edge.”
The Dialogic Imagination.

-
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gegenstrebige Harmonik

speculative music theory.  In addition, one must mention his engagement with the Buddhist 

tradition of  theater, which, along with the pitch system, is bound up in inexorably oscillating 
intercultural references.  Both dimensions, alternative concepts of tunings and of time, are 

Chief Joseph -

In Chief Joseph Das Mädchen mit den Schwefelhölzern
-

fact that, following the example of the traditional  instrumental technique of the  
-

Chief Joseph ajaeng accompanies the lamenting chants of the main 

sanjo ajaeng
 If, 

-
ments, on the other hand, it is precisely this distillation of aura that can be seen as a continuity 
in the tradition of mythologizing forms of cultural representation.

-

Neue Musik und Interkulturalität Furin no kyo

Chief Joseph, Act I, Scene 2b 
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Case Study: Hans Zender’s  (1989)

standing and intensive engagement with Asian cultures was triggered by a stay in Japan (in the 
 

sound media, sounds, and the music of all eras could now be considered material for the crea-
tion of music. In approaching these sounds, he adopts Cage’s principle that every sound should 

Rather they are media
 for soprano, clar- 

 
ing cultural “codes” in the multilingual arrangement of the underlying text, a poem by the  

ing the Chinese symbols and transliteration.

 
-

 

Neue Musik und Interkultur-
alität -

 is 
pinyin

zu for 
zhou and hei for he

 

 (Chinese: Kuang Yun Ji
consulted Covell and Yamada, .
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Table 2.3: Hans Zender,  in Japanese, English, 
 

 

 [ ]

i

 [kan i

shu [

in stillness mute in motion sound

ŏ ŏ

ĭ zhòu [zu

 [hei chü ŭ  [keng]

Sprechgesang

deliberately related to traditional vocal and instrumental techniques of the four “cultures” and 
 For 

Neue Musik und Interkulturalität
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of the pitch in the setting of the Japanese texts refer to the vocal delivery techniques of  the-
ater,  the breathy sound ideal of shakuhachi music, and the vocal quality of the narrative genre 

, which may be grasped via the concept of ibushi  
guage layers in  should therefore remain clearly distinguishable, even where they 
follow in close succession. An interpenetration of the four language systems conceived as 

 
merging, or leveling – thus becomes the productive microstructural impulse in the vocal part.

turally interwoven and transformed into simultaneous textures in short instrumental inter- 

hybrid language of the song produces a miniature “song without words.”
-

penetrable mixture runs counter to that intention, undoubtedly comes up against conceptual, 
-

trapped in a certain schematism of strongly culturally essentialist thought.

.”

J j  ji        mu  ky     
E  in  still- ness   mute      
G   Stil-   -le Zeit   Nicht-Klang  
Ch    jìng  shí    wú   xi gdòng 
 
 
J d  ji      mei 
E  in mo-  -otion    sound 
G   bewegte  Zeit    Schall 
Ch    shí   míng 
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Cooperation and Dialogue

-

stylistic transformation.  In this context, one must also mention Klaus Huber’s engagement 

-
sen]

authorial control in favor of elements of traditional improvisation practice, but also invited 

rhythmic cycles ( -
ception of this assemblage, does not seem to establish a strong sonic relationship with Arab 
music. Huber uses the 
repository of pitches largely detached from melodic-rhythmic models (these models are essen-
tial for the distinction between  Insofar as the origin of 
the superimposed scales and modes remains largely concealed in the substructure of Huber’s 
music, no 
cussed separately and possibly examined empirically, especially since there is by no means an 
ethnomusicological or music-theoretical consensus on the theory and practice of .  
In any case, consideration should be given to how  tones deployed freely in pitch space, 

Miserere Hominibus  can still be understood as a 
meaningful reference to Arab music – even when detached from their scalar structure and 
placed in the context of complex harmony.

Neue Musik und Interkulturalität Komposition als Inszenierung. 
-

Die Seele muss vom Reittier steigen.”

Miserere Hominibus.”

-

-
 attempts to 

-
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We can certainly consider Die Erde bewegt sich auf den Hörnern eines Stiers a precursor of 
more recent tendencies, in which representatives of Western and non-Western instrumental 

the 

-
-

projects with Indonesian composers and gamelan ensembles, “Crossings,” initiated by Asian-

– that encourage mutual learning and study of musical practices and theories. In this way they 

 
-

ditions – to exist alongside one another without premature evaluation and, at the same time, 
to be exposed to a discourse that allows for new forms of “competence” among all participants. 
In this way, the traditional dominance of the composer’s role can both be circumvented and re-

-
ing that always leaves open the possibility to revise our understanding of contexts through new 
experiences and insights.

Turbulences. New Roots for New Music brought together a selected 
https://

-
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Approaching the Chinese Mouth Organ sheng

 
nese mouth organ sheng as case studies. Because of their unusual and multi-faceted sound 
and their archaic-mythological connotations, as well as the initiatives of virtuoso perform-

sheng
saengwang  

 
sheng by Western 

improvisational contexts, including performances with the zheng
the Berlin-based ensemble sheng 

sheng is one of 

sheng has developed a wide variety of forms and constructions, 
including chromatically tuned instruments, though the use of these was presumably restricted 
to Confucian ritual music. -
nial music, in kunqu opera, and sizhu -
ments resemble the Japanese  insofar as they are largely tuned to diatonic scales and not all 

sheng instruments, their organology, and 

fully chromatic sheng
sheng is connected not least with a heavily Westernized 

simplistic appropriation of conventional Western major-minor harmonies.
Just as the largely “traditional” architecture of the  stimulated the compositional imagi-

nation through its limitations, the extended possibilities of the modern sheng were heightened 

to “modernize” the instrument, a form of simplicity associated with the archaic was sought 
Music for Sheng

sheng

notated traditional chord progressions (presumably from the accompaniment of Confucian 
shrine music, Jikong dianli
carefully extended the traditional chords and allowed them to “fray out” in ensemble textures, 

sheng, repetitions of  
simple patterns of the four strings, improvisational, jazz-phrased piano gestures, and freely 

erhu

  See Thrasher, “The Chinese Sheng” and Thrasher, “Sheng.”
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minutes before the sheng
 

he does not sing a melody. Someone is playing and his playing is based on nothing.”
Surely one of most virtuoso sheng

Teatro Shanghai – Bühnenmusik -

Descarga für sheng und chinesisches Ensemble, 
is derived from the energetic rhythms of the Cuban improvisatory genre descarga

goal aims beyond a simple transfer of a Cuban model to Chinese instruments or tracing of 

-

Teatro Shanghai – Bühnenmusik, second movement: 
Descarga for sheng and Chinese ensemble, 
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-
spired by the character of a theater director intoxicated by drugs as described in the novel De 

tutti erhu, 
, zheng, ruan, pipa, and dizi sheng

lishes a ten-note chord, which is enhanced by various vibrato techniques in a “very nervous” 
-

instruments. 

thology. It is obvious in many cases that those composers who have experienced merging, hybrid- 
ity, and anti-purism as a daily reality of life rebel against any thought of cultural “authenticity” 

was educated and trained in Germany and now teaches in Canada. He developed pioneering 
concepts of intercultural composition, especially in the area of tension between Indian vocal 
and instrumental practice.  In his duo Illusies van harder en zacht

sheng -
sity oscillate between quasi-improvisational gestures and moments of sudden synchronization 

 Here too, however, the boundaries of “established” playing technique are deliber-

Fall/Wende  
struments sheng
instruments carry are deliberately “deconstructed” by developing a model of permanent tran-

passage/ 
sheng is situated in areas of “li-

mited” predictability, during which the two instruments approach each other in several cycles 

demonstrates, it is clear how minutely conceived the sonic transitions are,  while the excerpt 

-

Wörterbuch der Winde
Illusies van harder en zacht including a quartet 

for sheng, zheng Traces and Shadows for sheng
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 Illusies van harder en zacht 
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Fall/Wende
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less startling sounding results in his Studie II sheng and live electronics (controlled 
 

-
ques of haptic exploration of the instrument and its construction (turning screws, blowing air 

-

 

phase formal process that gradually turns the initially isolated sound impulses into a contin-

Studie II
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-

Suppan derive their structures from an inventory of playing and sound possibilities of the 
sheng soloist to act as a 

-

-
nicity” has long since given rise to a multitude of independent “hybrid formations,” to which 

-
commensurability seriously. By implementing these elements in a compositionally nuanced 

intercultural competencies in order to reach beyond established models of a purely technically 





III. Studies on the History and Analysis of New East Asian Music

1. The Reception of Western Modernism in the Music of China  
 and Japan Since the Late Nineteenth Century

music and the Chinese model of a reform of Chinese music and instruments by Western stan-

-
cies – in Japan during the Second World War, in China during the Cultural Revolution – musi-

the essential medium of sound.

in the appropriation of Western culture in Japan and China since the mid-nineteenth centu-

 or “Chi-
-

logy] as means of use” (  Military music, school songs (Japanese 
, these in turn serving partly as a template for the Chinese xuetangge

-

Kaika sakuron -

wakon kansai (“Japanese spirit, Chinese 
The Invention of Religion in Japan

  Geist, Die Modernisierung der chinesischen Kultur
xi ti 

zhong yong

144, Liu, A Critical History of New Music in China Neue Musik und Interkulturalität
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idiom with Japanese or Chinese titles, texts, and paratexts. Indeed, the interaction between Jap- 
anese and Chinese tendencies of modernization was so complex that the whole epoch around 

and China.”

reception of Western music was utilitarianism characterized by colonial constellations, which 
-

ernization and Self-Strengthening Movement (

military brass music, modernized school education involved the introduction of Western-
oriented school songs, and – most prominently – the strengthening of national self-esteem 

texts, titles, or melodies.
-

ditions under the guiding idea of a mutual complementation of Chinese and Western cultures 
( -

-
nal Music (
impulses from the Western-oriented 

-
-

erhu
for Chinese instruments. jianzipu

-

while, at the same time, elements of Chinese instrumental practice and aesthetics, especial-

-

  See among others Wong, “Geming Gequ,” Mittler, Dangerous Tunes Rhapsody in Red
  The slogan of “total Westernization” (quanpai xifanghua

Die Moderniserung der chinesischen Kultur
xihua xiandai-

hua
erhu -

Music of the Billion, 
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erhu  

rendering of this musical text in performance.
-

velopment of the new repertoire of that period, in particular to the solo literature of the Chi- 
dizi -

tion in the practice of local Chinese genres between solo and ensemble repertoire. In the con-
text of the Maoist “subversion” ( fanshen

dizi soloists 
and were commissioned to create short characteristic solo pieces, which they derived from the 
dizi part of traditional ensembles and which were distributed to the masses via cassette record-
ings.

already begun that made the problems of the separation of spirit and technique increasing-
 still testify to an 

appreciation of the aesthetics of traditional instrumental playing, the repertoire of the newly 
developed orchestras of Chinese instruments was commonly based on a naïve imitation of pop- 

-
-

and the early Maoist period, and is thus intimately connected with the systematic invention of 
a national musical idiom.
instruments, many instruments had to be rebuilt, especially instruments in the bass register. 

already introduced the standardized procedure, unusual in traditional practice, of notating 
-

phony orchestra, and the use of precisely notated parts and a conductor were adopted largely 
unchanged from the Western model.

question of harmony, since polyphonic models could hardly be derived from traditional hetero-

Hanzu diaoshi he-
sheng
similar title,

  The idea of a “national essence” (guocui, Japanese kokosui -
Die Moderni-

sierung der chinesischen Kultur

  Li, Hanzu diaoshi ji qi hesheng 
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 In this system, the harmonies are composed almost entirely 

in music for the Chinese symphonic orchestra to the present day, although chromatic altera-

Insect World -
-

zation” and standardization of the instrumental playing, the very same subtle deviations, in-

(

concepts of the reformers, and, considering the institutional separation of Western and Asian 
-

bly the inclusion of Asian solo instruments in the context of Western-oriented orchestral settings, 
Yellow River Cantata (Huang-

he dahechang
 

Yoake – Kuro Fune

its way into the substance of the music. Finally, the combination of Western and Chinese instru-

stylistically leveled due to a musical style based on Westernized Romantic orchestral textures.
-
-

Yellow River Cantata (Huanghe dahechang
-

ny of the opening movement, built according to the traditional antiphonal pattern of Chinese ro-
wing songs, characteristically combines pentatonic melody formation with simple diatonic har-

  Wang, Wusheng yinjie ji qi hesheng

  See among others Thrasher, “Bianzou Jiangnan sizhu” and Witzleben, “Silk and Bam-
boo” Music in Shanghai.

Pianos & Politics in China
Rhapsody in 

Red A Critical History of New Music in China
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duikou chang haozi, traditional Chinese 

 (Changzheng jiaoxiangqu
 

people and other minorities are also included here points to the claim of national music as an 
all-encompassing idea of a “Great China,” especially in the second movement, where this claim 

Hongjun, ge zu renmin 
de qinren

It seems evident that in the contexts mentioned so far, the reception of aesthetic moder-
nity in the narrower sense hardly caught the attention of musical protagonists. And so, from 

-

Asian composer scenes.

-
no piece  (Mutong duandi

 While in this piece a tonal-harmonic am-
biguity is initially maintained by the consistent use of the pentatonic scale, the second part – 
analogous to examples cited above – is characterized by a pentatonic melodic line in the right 

reception of Chinese traditions or modern Western currents is hardly recognizable here.

  Wong, “Geming Gequ
  See Moise, Modern China

Rhapsody in Red, 



160

 (Mutong duandi  

-

music.
non-reliance of Chinese musicians on Western tradition, as well as an enthusiasm about the 
potential of the most populous nation for a future independent Chinese music.

-
cialists, saw the future of Chinese music in a combination of Western modernism with autoch-

-

 he recommended that his Chinese colleagues develop just such an 

music without destroying its particularities. In the pronounced distance from a classical musi-

future of Chinese music, as the basis for the controversy over the roles of Western music up 
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Yejing
 – and Zai na  

Shejiang cai furong

political atmosphere in post-Mao China is expressed in the assessment of the musicologist 

-

-
tural “fusion” that in many respects seems to predate compositional concepts of both Cultural 

his “music drama”  (Meng Jiang Nü  and his Piano Concerto  ex-
 

Great Wall
 

jingju -

mixture of late-Romantic, impressionist, and early modernist styles to depict changes in the 
dramatic action and emotion from moment to moment.”  While the blending of genres and 
styles in  to some extent anticipated the  aesthetic, Avshalomov’s Piano 
Concerto in G major paved the way for the veritable sub-genre of the “fusion concerto,” of which 

Night Scenery Night 
Scenery

-
Akkulturationsphänomene in der gegenwärtigen Musikkultur 

Chinas Dangerous Tunes Neue Musik und Interkulturalität -

Picking Lotus Flowers at the Riverside

Dramatic Experimentation in the Yangbanxi

  Winzenburg, “Musical-Dramatic Experimentation in the Yangbanxi
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ond movement of this concerto, an adagio carefully incorporating a kunqu opera tune, hints at 

 and, according to the composer, the confrontation 

-

sic -

sic
only -

 
-

entirely identical as 
-
 

Akebono
  In both 

nagauta shamisen ensemble (an ensemble consisting of shamisen-accompanying 

Akebono 

Genres.”

The Shanghai Municipal Orchestra at the Lyceum, Fif-
teenth Sunday Concert Symphonic Programme  

Akebono
Tokyo Geijutsu Daigaku)

shamisen

-

Some further information on Yamada has been provided in Chapter II.4.
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followed by harsh and politically charged press reviews that insisted on the basic incompatibi-
lity of the intimate character of Japanese music and the representational character of Western 
orchestral styles.

-
sis, to combine these techniques into a single procedure.”   
kame,” by contrast, was much better received, although it pursued an agenda similar to  
Hashimoto’s, namely “the urgently needed overcoming of the opposition between Japanese and 
Western music with the aim of creating a Japanese national music.” -
da’s success was not least due to the allusions to nationalist tropes and symbols in the quoted 
nagauta material, and not merely to the astonishing inventiveness of how this material is tech-

shamisen ensemble are integrated into the idiom of the 
orchestra by coloring and developing them with the means of major-minor tonality. At the 

shamisen ensem-

of 
 

 
 

hichiriki
struments in the opera Yoake – Kuro Fune Nagauta 

 is based on the play Tsurukame
 theater for kabuki

a more explicit political undertone.
-
 

dodecaphony, serialism, and aleatoricism with structural and tonal aspects of gagaku, during 
the postwar period.  Matsudaira’s -

  See Menzel, 
-

  See Menzel, 

-
U-Mai

Drei Arien nach Gedichten aus der “Geschichte vom Prinzen Genji”
soprano, koto Genji Monogatari
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mous gagaku piece Etenraku (in the mode banshikicho

Matsudaira had been the youngest founding member of the , which 
encouraged “the development of Japanese tonal systems suitable for primarily pentatonic and 

clusters of the  in gagaku” -
 

gagaku melody in a predominantly neoclassicist con-
text, “alienating it from its origins.”

 

organ ’s aitake  (Metamorphoses on 

-
re was the koto player Michio Miyagi Shin Nihon  
ongaku
into traditional Japanese instrumental structures. -

koto genre  

the formation of that repertoire.

 
 

guished soloists was able to arouse a new interest in traditional instruments among Western-
educated composers.  Most prominently, the “Group of four for traditional Japanese music” 

Gagaku and Serialism. Some further information on Matsu-
daira is provided in Chapter II.4.

  Galliano, 

  The blind koto
kengyo

  See Flavin, “Meiji shinkyoku” and Menzel, 
  See Galliano, 
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( koto
Music for Two Kotos 

for traditional Japanese instruments, -
Eclipse November Steps

Huanghe de gushi
-

dizi, but the piece almost entirely conforms to the conventions of the Western Romantic 
virtuoso concerto tradition.  An appropriation of Western virtuosity has generally acted as 

complexity at all musical levels and is generally summarized as “conservatory style” since it is 

-
dizi in 

ing within a stylistically complex amalgamation of dodecaphony, sound masses, and Chinese 

-
sive and coercively constrained society, thus processing the traumas of the Cultural Revolution, 

Dangerous Tunes

  Jones, “China §IV. Living Traditions.”
Dangerous Tunes -

-
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had mostly composed unnoticed before and during the Cultural Revolution, attended compo-

particular.  While the First Symphony, in its long formation and methodological eclecticism, 

Cultural Revolution, the Second Symphony compresses the traumatic experiences into an ex- 
–F –

 
Webern’s dodecaphonic symmetries, appear in the main theme permuted and simultaneously 

2

 Second Symphony

painful polytonal “apparent triumph” of the brass, an echo of the saw becomes audible – which 
can easily be understood as the barely audible, yet sustainably articulated voice of the individual.

struments shakuhachi and (satsuma- biwa November Steps

to the orchestral structures, resulting not least from the mostly unmetered, partly ambiguous 

produce an autonomous music that disengages from the determinism of compositional ideas 
and penetrates open spaces removed from large-scale formal processes.

-

-
ty could be conceived. In these conceptual constellations, a realm of absolute alterity (Hashi- 

 

  Mittler, Dangerous Tunes, 151.
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Asian music history emerging from these fundamental concepts will now be further explored 
by the case studies in this chapter.

2.  Triggering Musical Modernism in China:  
 The Work of Wolfgang Fraenkel in Shanghai Exile

 
quate multiplicity of perspectives. Initial studies that have approached this topic

remained ambivalent in a colonial, semi-colonial, or postcolonial situation due to the obvious 
tension between a sometimes obvious contempt for Asian musicians and a sensitive empathy 

-

-

Schoenberg school -

Dangerous Tunes
Neue Musik und Interkulturalität Rhapsody in Red, and Liu, A Critical History of New 

Music in China

 

-

-
Afunktionelle Musik

-
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Wolfgang Fraenkel’s Development as a Composer and Path to Exile

-

-

-

Kulturbund Deutscher 
Juden

Kulturreferent

,

-

Xunfang Youtairen
Shanghai Youtai shequ de yinyue shenghuo, Melvin 

and Cai, Rhapsody in Red

  See Geisel and Broder, Der Jüdische Kulturbund 1933–1941.
-

Kulturbund
einer Wiederholung in Berlin und zu einer Auf-

Kulturbund have put 
one repeat performance in Berlin and one performance 
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-
-

hausen following the -
dered to be “Aryan” and he promised to leave the country immediately, he was released from 
Sachsenhausen with the help of the Kulturbund

last resort,” since the international city was the only remaining place worldwide that did not 
require visa or even a passport for immigration. -

musicians.
Conte Rosso

 -

Jewish refugees was partly relieved by the activities of several self-founded Jewish assistance 
-

 
ish Central Information Bureau in Harbin und Shanghai, which established contacts to local 
employers and provided advice. 

Pushi lu, today named Changle 
lu -

Chengdu lu -
politan Centre” (Shijie Xin Cun Tianping lu.
announced that all “stateless refugees” (designating all Jewish refugees who had arrived in 

-

Zhabei lu.
-

 Kulturbund
that the K[ultur]bund

Port of Last Resort and Messmer, Jewish Wayfarers in Modern China.

  Letter from the Hilfsverein der Juden in Deutschland 

  Emigranten Adressbuch für Shanghai. Mit einem Anhang: Branchen-Register, Facsimile reprint of the original edition 

North-China Daily News 
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gang [sic  
 

Huade lu  

century, namely neoclassicism, free atonality, and twelve-tone technique. His most important 
Der brennende Dornbusch

 In addition, he 
Musik mit konzertanter Flöte (Music 

Der Wegweiser (also listed as Musik mit ob-

in the tradition of the early Schoenberg, largely without systematic use of the twelve-tone 
-

tact with Schoenberg during the latter’s professorship at the Akademie der Künste
 
 
 

al aesthetics played a central role for him, but he could synthesize them from a distance, in a 

Afunktionelle Musik

Aphorismen La Scala

th

version for string quartet, piano, and reciter. For this birthday he also dedicated his (freely 
Music for String Quartet

Exil Shanghai 1938–1947  

Shi sheng tongxun lu

-

Musik für 
großes Orchester



17 1

were published during his lifetime.

3 Impromptus Die 
82. Sure des Koran
Variationen und Fantasien über ein Thema von Arnold Schönberg

Six little Piano Pieces 



172

Fraenkel’s Activities as Musician, Pedagogue, and Composer in Shanghai

Fraenkel as a Musician and Conductor

money even to the most modest extent.”  He was therefore prepared to move on to Harbin or 

Russian immigration to Harbin  a city found- 
had started in the early twentieth 

Semitic persecution.
-

phony orchestra, a music academy, and a string quartet.

center of internationalized cultural life, continuing despite the escalating Second Sino-Japa-

in Harbin too, “the opportunities for serious musicians have now begun to be very restricted.” 

-

Passacaglia
J.S. Bach, Gavotte and Musette

-
perer and Hidemaro Konoe, and maybe also due to the strong support by Fritz Segall of the 
Berlin Künstlerhilfe der Jüdischen Gemeinde (Association for the Support of Artists of the Jewish 

  Melvin and Cai, Rhapsody in Red
  Ibid., 101.
  On Birman see Messmer, Jewish Wayfarers in Modern China

sic -
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-
ceum in the French Concession.

-
Shanghai 

.

-

Berlin orchestra of the Kulturbund deutscher Juden
Xunfang Youtairen

Künstlerhilfe Hilfsverein der 
Juden in Deutschland

Diguo feishan bianzouqu
Rhapsody in Red

-
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-

participated in many more concerts, 
especially in his role as a member of 

in the Shanghai environment that 

-

no documents have yet come to light 
that reveal his emotional reactions 
or his more personal considerations, 
the sociohistorical context suggests 
that the daily struggle for existence 
that characterized the life of most 
Shanghai refugees  was an imme-
diate challenge for him too, at least 
in the beginning. In this situation, a 
mixture of determination, foresight, 

pragmatism (which does not mean 

to survive, while his multi-faceted 

a broad range of music-related oc-
cupations. Within a relatively short 

violist, pianist, orchestral and cho-

of music theory and composition, 
writer of theoretical essays, and ar-

-
nese collaborators – although he undoubtedly tried to stay out of political entanglements  – he 

high level of commitment clearly went beyond what was necessary.
-

pean tradition that went beyond mere colonial culture was still in its early stages, but had al- 

Exil Shanghai 1938–1947.
  Activities related to Japan such as the arrangement of Japanese dances for Western orchestra (for a dance eve-
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appoint Chinese orchestral members.
period mostly remained in the context of a simple tonal style accentuated by pentatonic scales 

In Memoriam

-
chestra (Zhongguo Qingnian Jiaoxiang Yuetuan -

 
Zhongguo Jiaoxiang  

Yuetuan -
A concert on 1 

 

ed.”

From Mao to Mozart
Rhapsody in Red.

  See Melvin and Cai, Rhapsody in Red Pianos & Politics in China -
cipal conductor of the Central Philharmonic Orchestra (

yangbanxi

see Melvin and Cai, Rhapsody in Red From 
Mao to Mozart

The Shanghai Herald. German Supplement 

-
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Date Performers Program

Christian Asso-
ciation 

 
Well Road

, 

American Chamber music concert. Program, four announcements 
in , 

, 

(
)

Shanghai Municipal Orches-
tra (

Mario Paci 

Scriabin, Gretchani-

Strauss



177

conductor

Arrangements of 
traditional Indian and 
Japanese dances, in-

dances arranged by 

and

broadcast
 

Purcell, Schubert

18 & Shanghai Songsters and 
Shanghai Cantonese Union 
Church Orchestra conducted 

name is reproduced here as 

presented as “Maestro Wolfgang 

announcements, including one 

, 

Shanghai Municipal Orches-
tra chamber music program.  

Violin Sonata (Arrigo 
 

Shanghai  
 

Auditorium
Song recital by Sabine Rapp, songs by Wolf,  

- in  

(Ch[arles] Grosbois)

Shanghai Municipal 
Orchestra

Shanghai
Henri Vieuxtemps, 

 

First  of the 
-

tra (
)

fantasy and fugue 
(arranged for  
orchestra by  

-
burg concerto no. 5
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 (Great 
-

play-Theatre)

 

China Symphonic Orchestra 
(

 
Johann Strauß

in  

of Chinese musicians.

-

Strauß
in  

China Symphonic Orchestra Rossini, Johann 
Strauß

China Symphonic Orchestra, , 
, 

press.

 Ma Si-Hon was the violinist who per-

-

Pianos & Politics in China
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they
sic

-

sic
-

me

       Your[s] M.[ario] Paci

-

Fraenkel as a Pedagogue, Publicist, and Theorist

 
my in Asia based on the Russian model and successfully expanded in the following years 

-
cult situation. 

Southwest, and had to move again several times due to the exigencies of the war before it could 

-

met Paci for a face-to-face meeting.

Rhapsody 
in Red



180

connection with the Chinese government, the conservatory was even referred to as Sili Shang-

 

 

 

 while at the same time continuing to 

gave private lessons, which he sought to expand, since here he could charge a higher fee.

for the Schoenberg School, his music theory and composition lessons seem to have remained 
-

cording to the curriculum, but subsequently also taught strict and free counterpoint, analysis, 
form, instrumentation, and composition.

-

-

 give detailed descriptions of his teaching methods and the content of the theory 
and composition lessons.  
Shanghai era, including several hundred pages of manuscripts on counterpoint, harmony, 
orchestration, and musical analyses of Bach, Beethoven, Schubert, Chopin, Brahms, Richard 
Strauss, Reger, Hindemith, and Schoenberg.  In fact, Har-
monielehre (1911, -
nie 21922,  as teaching materials.  For pre-Baroque counterpoint he mainly referred 
to examples by Girolamo Frescobaldi, rather than to Palestrina.

  See “Ding Shande Festival,” in: CHIME

Xunfang youtairen
-

Harmonielehre Grundlagen des linearen Kontra-
punkts.
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Frescobaldi is also documented in Afunktionelle Musik  and in his arrangement of 

 

birth–death major

Ding Shande Shanghai composition

Shanghai composition

Sang Tong Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Shanghai composition

Chen Gexin Shanghai composition

Shanghai composition

Shanghai composition

Dong Guang-Guang Shanghai piano

Shanghai piano

Shanghai

1947 composition

1947 composition

1947 composition

Duan Pingtai 1947 composition

1947 composition

-
gression using a coin toss instead of following conventional harmony rules.

Afunktionelle Musik
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as “our great Master.” -
-

sumably using his own Drei zweistimmige Praeludien

Yejing
 Sang’s next piece Zai 

technically sophisticated combination of Western and Chinese materials (the piano piece is  

As outlined in the previous part of this chapter, a modernist-driven compositional treat-
-

through the inclusion of atonal harmony and “prose rhythms” analogous to Schoenberg’s early 

-

xinchao

-

Dangerous Tunes, 

Chinesische 
Rhapsodien
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Example 3.3: Sang Tong, Yejing

-

generation. In fact, many former students agree that of all the teachers and artists, Fraen-
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-

title , 

Zai na yaoyuan de difang 
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 by the ,

 

 

One of the most important problems regarding the future music-life in China is the relationship 

 

-

-

-

 
-

 
spite many attempts at reform, it was largely retained until the end of the Cultural Revolution.  

-

Music Weekly
-

 Hölle, Weg, Erde 
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tained orientation toward the Chinese music tradition.

Criticism of Western music, however, usually had a nationalist angle and was commonly di-
rected exclusively against the Classical-Romantic music tradition, not against Western mod-

 (A 

sic -

-

readers, although most probably only a few had a very vague idea of the “newest development 

-

era

 

performed by Datong Yuehui pipa
 Avshalomov’s son, the composer Jacob Avshalo-

-

-
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-

music department. -

ing an enhanced independence from Western ideas – in words clearly driven by a nationalist 

-

 It can be 

Avshalomov’s Winding Way, 

-
hauer, “Ferdinand Adler.”

Life Movement (Xin shenghuo yundong
National Socialist propaganda (Jones, Yellow Music

-
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a few years earlier, based on the analogy of music and language and its limits, in his article 

journal Der Kreis
cle, has probably never been published. Afunktionelle Musik 

ideas”  
berg School. In the realm of music, however, the close coupling of the musical idea to the un-

this emphatic sense.
-

Afunktionelle Musik

Afunktionelle Musik can be under-

 
-

The Archaeology of Music in Ancient China. 
-

mung,” Der Kreis

-

Afunktionelle Musik

Grundlagen des linearen Kontrapunkts, Romantische Harmonik und ihre 
Krise in Wagners Tristan, Bruckner, and Musikpsychologie.
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ence of his exile experience. Writing about general musical principles, for example, he limits 
the concept of “music as a demonstration of musical ideas” to the “occidental musical area” and 

 

in exile, but also palpably incorporated his exile experience.

Fraenkel as a Composer

the papers in his estate prove that he was unusually active in composition during these years. 
His compositional activity only seems to have included “applied music” (arrangements for or-

music
-

 Com- 

complete during his time in Shanghai. In addition, only the aforementioned Drei zweistimmige 
Praeludien
to be part of a planned cycle of twelve-tone inventions and preludes and were probably written 
along the lines of Bach as both compositional and pianistic studies (only one of the inventions 

Praeludien combine a relatively simple 

-

In addition to the orchestral songs and the Praeludien
 -

Hölle – Weg – Erde 

-

Afunktionelle Musik
Shanghai Jewish Chronicle

-

  See Walravens, .

  The Musik für großes Orchester 
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-
cation  

• Chun xiao
•  Chun xiao  

•  

Hundhausen’s German Nachdichtungen
erally based on word-for-word translations by his Chinese friends and students. Interestingly, 

-

-

the texts set to music.

Drei zweistimmige Praeludien
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Drei Orchesterlieder
 

two related rows. While this systematic application of the dodecaphonic technique points to an 

writing in Afunctional Music
of orchestral colors (e.g., no. 2 “
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Drei Orchesterlieder: 

-

Chinese Classical Music  

Chinese Song

 on the contrary, probably already largely originat-

 and . Both 
 

A transcription of the famous Japanese gagaku classic Eten-
raku Music 

arrangement for Western orchestra was considered. It is still unclear whether this arrange-
ment was carried out or indeed performed.
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Drei Orchesterlieder  
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Perspectives

-
hai in great detail. In many respects, we still have to rely on assumptions, for example, when 
trying to reconstruct the exact circumstances of his release from Sachsenhausen and his trip 

accordion and piano players?
Further studies of his estate, a more comprehensive consideration of the oral history, which 

was only cursorily included here, and, last but not least, more precise analyses of his musical 

China as well as in the West. Publishing his writings and performing his highly original and 
-

3. The Travels of a Jasmine Flower: A Chinese Folk Song,  
 Its Prehistory, and Tan Dun’s Symphony 1997

Molihua Xianhua [Fresh 
Turandot

a manifold impression of the intricate and recursive intercultural processes that provided the 

-

ody within the musical practice of China or Asia can be investigated and potential conclusions 

-

Baker’s Biographical Dictionary
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Table 3.3: Molihua, overview of sources, transcriptions, and editions

Europe China
song text of the melody   

 
melody not presented

The titles  and 
occasionally referred to as   

 (

song text in the libretto collection   

Karl Kambra,  
( )  

)

)
Johann Christian Hüttner, 

, Vol. 1, Weimar 1804 ( )
 (Chinese character score) in the  

collection 
August Wilhelm Ambros, ,  
Vol. 1 (1862, 21882, 31887, 

, Shanghai 1884  
(  [ ])

Giacomo Puccini, 
 

 

1957 altered text, setting for female choir 

Students in Vienna

-

Guangxi
Tan Dun, (1997)

 (Album , 2004) 
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gongche solmization notation

-

similarities only in the texts and titles.  Within the category of xiaodiao
song belongs to the shidiao

the southern central Chinese province of Jiangsu and is documented in various modern tran-
scriptions and recordings

in the Chinese cipher notation jianzipu
-

ensemble type of Jiangsu

 a melody entitled Molihua (spelled as Moo-Lee-Hwa and Mu-Li-Chwa
-

others, the renowned music historian Charles Burney.

jingdian zhinan
  See Jiang, Hanzu minge gailun

-
Minge “Molihua” yanjiu  The 

provinces of Fujian, Gansu, Hebei, Heilongjiang, Hubei, Liaoning, Shaanxi, Shandong, Shanxi, Sichuan, in the 
autonomous regions of Guangxi and Ningxia, and in Beijing. See also Feng, .

 
Jiangsu Hanzu minge gailun

jingdian minge jianshang zhinan Einhundert chinesische Volkslieder
sizhuyue is Witzleben, “Silk and Bamboo” Music in Shanghai. The interpretation 

of Molihua
-

cluding, in addition to several interpretations of the tune from Jiangsu, the versions from Hebei, Shaanxi, and 

  See among others Melvin and Cai, Rhapsody in Red

sanxian or a pipa John Barrow’s Travels in China

-
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the melody in the very revealing paragraph on Chinese music of his travelogue Nachricht von der 
 his transcription 

Higho 
high-hau
and in an arrangement for piano, where the melody is complemented by major-minor tonal 

have rendered them more agreeable to the English Ear.

his Travels in China
Barrow reproduces a transcription of Molihua

with the astonishing reasoning that with the addition of an accompaniment, the music “ceases 
to be a specimen of the plain melody of China.”

Geschichte der Musik in 

 An-

Two Original Chinese Songs, Moo-Lee-Chwa & Higho Highau, for the Piano Forte or Harpsichord, London 
Time, Place, and Music

song Higho highau Journal des Luxus und der Moden 
Journal 

des Luxus und der Moden Journal is reprinted in Harrison, Time, 
Place and Music

John Barrow’s Travels in China

-

Johann Barrow’s Reise durch China
  Ambros, Geschichte der Musik

is reproduced under the title Tsin Fa Cheu Teu
The Oriental Collections

-

Tsin Fa Sinfa
of the alternative title Xianhua

Geschichte der Musik
-

as an important source for his opera Turandot  Turandot auf der Opernbühne
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Chinese Music
version has the title Xianhua -
ternative title for Molihua, as well as a Chinese gongche score reproduced by the author. Although 
this demonstrates that van Aalst had a Chinese source at his disposal, his version quite clearly 

gongche score and Barrow’s and Ambros’s versions.

campaign to suppress the Boxer Rebellion and of a military mission through China to Siberia 

tunes was Molihua, in a polyphonic version whose main melody resembles that reproduced by 
 Puccini made use of this version of the melody (along with two 

  Aalst, Chinese Music
gongche -

scribing these characters into Western notation. The gongche -
gongche

gongche sign  (shang, the octave 
 (fan gongche

gongche source of Molihua in the Japanese collection Gekkin Gakufu

Puccini’s Turandot. The End of 
the Great Tradition Turandot auf der Opernbühne -

 

Giornale d’Italia 
Turandot

(Adami, Puccini
 

cast about Turandot

Molihua -

Molihua

 

Turandot  

Symphony 1997, I. Heaven
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Turandot, but re-designed the harmonic accompaniment and, of course, the tonal dimension 

-
-

dot’s “mechanical” character in the opera might equally have been enhanced by the rhythmi-

the “mechanical” character of Asian people and their music.
Both characteristics of Puccini’s Molihua

Heaven – Earth – Mankind 
Heaven

Heaven
 

-
tous sixte ajoutée

-
ler’s Das Lied von der Erde, where the added sixth is derived from pentatonic collections and 

been instrumentalized as a central factor in his notable success in the Western music world.  
 

mate that favored an enthusiastic reception of Western modernism, while Chinese sympho-

 

in D major, I have reproduced it in E
Molihua version and not 

important part in Turandot Puccini’s Turandot. The End of the Great Tradition
and Lo, Turandot auf der Opernbühne

-
Molihua on a Bovet music box is reproduced in 

Chapuis, History of the Musical Box and of Mechanical Music,
Turandot” and Sheppard, “Puccini and the Music 

-

at the center of the international music scene.” (

.
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“new wave” (xinchao -

one else, had to feel the precarious consequences of such an approach, when being accused of 
acting as a “running dog of capitalism”
(Qingchu jingshen wuran
for six months.

-

Neue Musik und Interkulturalität
Dangerous Tunes

  See Mittler, Dangerous Tunes Neue Musik und Interkulturalität
Molihua 

Molihua Turandot, Act I, rehearsal 
Symphony 1997, I. Heaven
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Molihua  
 

159 160  1821161 162 Tan Dun 163

hao yi duo xianhua, hao yi duo xianhua,
[hao yi duo xianhua,] hao yi duo xianhua,

hao yi duo molihua, hao yi duo molihua hao yi duo molihua, hao yi duo molihua, hao yi duo meili de molihua
hao yi duo molihua, [hao yi duo molihua] hao yi duo molihua, hao yi duo molihua, hao yi duo meili de molihua

 
bu guo le ta,

man yuan hua cao xiang 

 
hua ren ma.

 

molihua, molihua

ma” (Travels in China

Moo-lee

Johann Barrow’s 
Reise durch China

, Vol. Jaingsu Hanzu minge gailun -
guo jingdian minge jianshang zhinan

gongche 
  Tan Dun, Heaven Earth Mankind – Symphony 1997 Heaven

bieren qingren
Molihua

(

Molihua on the Album Wings of Love Yangweidie, 

item/
-
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example, with the sliding melody in the strings or occasional ornaments  – clearly references 

Heaven
-

and styles has played a pivotal role in Chinese music history since the end of the nineteenth 

Molihua -
-

sic introduced above has not yet been fully explained by music research. A comparison of the 

-

 

 In any case, Puccini’s version of the 
melody may still have had an impact on arrangements such as He Fang’s, which were in turn 

gu wei jin 
-

-
ties, but rather on the utilitarian adoption of Western techniques for mass dissemination and 

the contrary, in Puccini’s version, some of them see another more “regional” variant of an only 

in China also refer, and in which, due to the regional styles, there are also sometimes intri-
guing changes to the text and the melodic structure.

   
   He, “The Ambiguities of Chineseness,” 551.
   See Geist, Die Modernisierung der chinesischen Kultur -

gan zhongxue wei ti, xixue wei yong -
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an example of a postcolonial construction 
of cultural identity, which, incidentally, can be clearly demonstrated on various other levels 

bianzhong -

, the 

the combination of the equally-tempered, mostly even diatonic orchestral structures and the 

music. In his study of the 
all, the ambivalent cultural symbolism of the bell set. His positive conclusion, however, is dif-

-
 

Molihua -
ment Heaven -
curring G major tutti chord is very obvious.

, subtitled Heaven – Earth – Mankind, also refers to the archaic 
tiandi 

ren

worldview informed, among others, numerous religious practices, such as the worship of the 
tianguan diguan shuiguan renguan

of his Song of Peace, a short movement that serves as both introduction and coda to his -
, considerably distort the original meaning of the text.

 in Beethoven’s 

  See Liang, Music of the Billion
 un-

-
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the unity of heaven, earth, and humanity. Qi wu lun

. It characteristically 
abbreviates classical symbols of Chinese culture, neglecting their internal plurality, and this 

political overtones.
mésalliance

-

 and to characterize it as 

the world’s athletes.”

 

referred to as the “Jasmine Revolution” (molihua geming -

 The Writings of Chuang Tzu.
-

tices Confused in One Composition.”

  Ibid.
  See The Nobel Peace Prize Award Ceremony 2010, , 
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4. Probing the Compositional Relevance of Cultural Difference:   
 Key Tendencies of East Asian New Music Since the 1950s

-
mediate juxtaposition of idioms or structures that are clearly “culturally charged,” accentua-

in direct confrontation with one another – a tendency that has been mostly peripheral on a 
November Steps for shakuhachi, satsuma-biwa, and orchestra 

Ghost 
pipa

-
nese Das Mädchen mit den Schwefelhölzern
and the Korean arched zither ajaeng Chief Joseph -
ging of cultural alterity through the dramaturgical use of musical instruments can be found 

aim at independence from the aesthetic criteria of Western modernism, understanding cul-
 

 

tries – that sometimes still derogate cultural heterogeneity, ambivalence, and hybridity with 
epithets such as “dilution,” “touristic appropriation,” or “pastiche.”

-

 
phor for composition in situations of cultural upheaval. But the following case studies also 

-

from the aesthetics and critical thought of Western modernism or postmodernism, although 
their basic sociocultural basic requirements obviously cannot be transplanted to other cultural 

-
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communicated their compositional ideas and techniques to both Western and non-Western 
audiences or readerships.

Culturalist Polarization in Isang Yun’s Music

existentially perturbing or potentially traumatic.  When considering this biographical con-
-

-
poser, as has been repeatedly shown.

-
vance to the discussion of interculturality.

-

-
sic.”

Korea”

  See, among others, Gratzer and Grosch, Musik und Migration.

Neue 
Musik und Interkulturalität Creating Korean Music

Interkulturalität in der neuen Musik Koreas.
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Korean Music European Music

time no beginning, no end ends 

rests hastening

reaches completion in the moment

individual tone  smoothing, abstraction

bound in functional contexts 

 

abstract lines

-

 
-

ten oriented almost exclusively toward Beethoven, and has most prominently resulted in the 

be adequately described according to such a concept was already recognized in the early twen-
-

dency toward stereotyping is even clearer in the statement that the Korean tone is “articulated 

-
nic lines that have a considerable complexity? Without delving into this question here, we can 

represents the “feeling,” the “naive,” the “decorative,” while the Western, on the contrary, aims 
at the “sense of the whole” and at “abstraction,” and therefore at rationality. It is a small step 
from this position to the sweeping comparisons of nineteenth-century orientalism,  whose 

-

Die Komposition mit zwölf Tönen
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might have lost some of their sharpness as a result of the extensive process of renewal in both 

-

-

-

that is not Asian or European, but rather both at once. In this sense, Isang Yun became a teacher 

the argument of a dualism between “surface” and “substance.” -
ly “merely technical,” here referring to elements from traditional Korean music or “historical” 

“intellectual contexts.” In this simplistic separation of spirit and technique – a foundational 

of epistemology.
-

tal “technique” cannot be separated from a particular mental attitude or condition with which 
mat (“deli-

 But conversely, the instruments themselves already contain the 

the instruments and the structural elements of the traditional repertoire, such as the varied 

how far the identity of Korean music can be communicated without its medium, the “historical 
instruments.” Conversely, one might similarly pursue the question of how much of the “spirit” 

-

-

Neue Musik und Interkulturalität, 
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of Mozart’s music is preserved in recordings of Eine kleine Nachtmusik by Japanese koto ensem- 
bles? -

-
municate cultural “substance” musically, without recourse to its structurally and timbrally de-

and sound, or form and sound, that are deeply ingrained in nineteenth- and twentieth-century 

aesthetic concepts, and his great reluctance about the use of concrete and recognizable Korean 

his compositional reception of Asian music and aesthetics from an ethnological perspective, 
 the construction of basic aesthetic principles from ar-

Korean music genres, yields on closer examination a complex of strongly divergent references 
that are only provisionally held together under the mantle of the “Asian.”

-

With a stronger emphasis on authenticity in the details, a substantial counterdiscourse to the 

and perhaps also through the predominantly discursive macroformal design of his composi-

previously discussed problems, some preconditions and objectives of such analyses may be 
-

 Koto Mozart! koto arrange- 
 

Samurai Chamber Orchestra: Samurai Mozart Eine kleine 
Nachtmusik, among others for koto ensemble, shamisen ensemble, and shakuhachi ensemble.

  See, among others, Janz, Klangdramaturgie Ohr und Auge – Klang und Form -

-
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-

in Germany and Korea, and an explanation of how these performance and reception histories 

Réak Glissées Piri
Gagok 

-

Similar issues could be proposed for research on other dominant Asian composers of 

 
While much has been written about their aesthetic approaches and, importantly, close analyses 

processes that sheds light on the preconditions and dynamics of their intercultural reception 
process remains a profound challenge for a future global music historiography – especially 
since such a philological approach could substantially transform certain tropes and currently 

Réak
face the problem that the dominance of the Western cultural and aesthetic frame of reference 

-
blem becomes pressing when composers aim to materialize aspects of fragmented or hybrid 
identities musically or – from the elementary experiential space of migration – feel the neces-

Ssi-ol Almanach of the Berlin Internationale Isang Yun Ge-
-

Isang Yun. Leben und Werk im Bild

Réak Gasa P’iri: Isang 
Glissées 
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November Steps (1967), Distance

-

November Steps, demonstrates a special awareness of 

of John Cage, which was of great importance for a number of Japanese composers following 

 Cage’s “tactic” was to erase the cultural meaning of musical 
material in the process of composition – that is, to alter it beyond recognition, completely “de-
idiomizing” it until a “culture-free space” is reached, outside of cultural dialects and attribu- 
tions, a position Cage supported by adopting the Huayan Buddhist principle of “unimpeded-

on an unlimited continuum of sound and silence, which the composer ultimately only had to 

November Steps above all in the goal of 
avoiding an overly obvious interaction between Western orchestra and Japanese solo instru-
ments (satsuma-biwa and shakuhachi -

intention to  

-

And, with reference to November Steps

biwa-shakuhachi and the orchestra. Through 

A detailed analysis of the score does indeed show the subtle and carefully planned connection 
of both cultural layers in timbre, melodic design, and energy, and how logically and “organical-
ly” they merge with or evolve from each other.  

Neue Musik in Japan

Neue Musik und Interkulturalität

and Menzel, Ec-
lipse shakuhachi and biwa, November Steps Autumn shakuhachi and 
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-

-
nection in his music, however, at least partially obliterates the layers of meaning – not least 
those of the original sociocultural context – that might essentially underline a claim of the 

Distance for oboe and 
November Steps, 

though its entirely pioneering character is beyond any doubt (it is probably one of the earliest 

it clear that the two instruments are not placed on the same compositional level. Whereas the 

 
 in the  repertoire of gagaku

far from the oboist.
no means succeeds, as in November Steps
integrated into shared processes through clear relationships in pitch organization and Klangfar-
benmelodie

seemingly balanced coexistence of strata can prove to be a mere conceptual idea that is only 
Distance may 

polarization remains questionable, above all because of the culturalist reduction to which both 
instruments are subjected, and the consequent hierarchization of their interactions.

biwa, Distance , Voyage biwas, In an Autumn Garden gagaku, and 
Ceremonial and orchestra.

Birds Fragments II -
sion ad libitum, Birds Fragments III Mimi no ho , 
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José Maceda’s Sound Masses and the Search for an Anti-Causal Logic

between aurality and written notation, a feature which evidences his double perspective as a 
composer-ethnomusicologist.  Maceda’s historical position might be considered even more 

in almost all other Asian countries, on the vocabulary of Classical-Romantic symphonic music 
-

rived from the songs of the kundiman repertoire.
forms of Philippine music did not lead to his claiming that it was “untouched” or “authentic.” 
Rather, he tried to derive from these early practices general principles that he considered valid 
at least for Southeast Asian music, if not for Asian music as a whole. From these principles he 
sought to derive an anti-Aristotelian logic – as an explicit antithesis to cultural homogeniza-

was triggered by his discovery of the kubing jaw harp of the Hanunóo-Mangyan people on the 
-

position Kubing
kubing

-

-
 

this got to do with coconuts and 

http://upethnom.com/jmcollection/index.php/josemaceda -

  See Samson, Die zeitgenössische Kunstmusik der Philippinen -

  See Maceda, “A Concept of Time in a Music of Southeast Asia.”

of a Source of Pentatonic Hemitonic and Anhemitonic Scales in Southeast Asia,” “Acculturation and Interna-

Gongs and Bamboo. 
A Panorama of Philippine Musical Instruments -
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Pithoprakta

rice?”

masses, as well as through Parisian musique concrète

and the resulting compositions with large groups of performers converged with his interest 

-
Pagsamba

 (Atmo- 
Udlot – Udlot -

mers, and Ading
 it is constructive to compare three mu-

 celebration 
Pithoprakta 

Luwalhati Pagsamba. In all three examples one can hear transfor-

-
agung , 

gitgit  (possibly the highlighting of these instrumental parts might 

pizzicati. Maceda’s Pagsamba
 

-

 (up-
MusikTexte
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Pagsamba Luwalhati
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balingbing (Kalinga, 
palakpak bangibang

agung gandingan (narrow-rimmed 

 

of the original performance space, the large circular building of the Catholic church Parish of 

 and 
 

tagutok
agung and 

gandingan respectively.

erately opposed to a paradigmatic Western concept of art and at the expense of a certain es-

decisively shaped by Western modernity and that must be understood, in the Philippine and 
Asian contexts, as a counterdiscourse to nationalist trends.

Maceda relates the participation of large groups of people to a special Javanese and Balinese 

where men, plants, and animals are all treated as part of the jungle that envelops them.”
perhaps naïve desire of Maceda’s to include a harmonious interaction of man and nature in his 
music must surely be seen as the result of his ethnological research, which was accompanied by 

-

1. 
2. 

ostinato variants, drones, or large-scale repetitions.

a source of ideas for connecting and organizing instrumental groups and sound events.

José Maceda: Gongs and Bamboos
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nato, and a system in which timbres have more weight than pitch organization led to a com-

-

Udlot-Udlot 
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Maceda considers causal logic manifested in the hierarchy of major-minor tonality,  though 
here he implies, perhaps subliminally, the overly functional and reductionist interpretation 

 In addition, Maceda also claims to 
recognize a causal logic based on polarities in postwar serialism  – a certainly contestable 
interpretation, since parameter-based serialism is ultimately not based on polarities, but on 

anti-causal logic seems too dualistic and simplistic. His argumentation is more convincing else- 
where, when he applies principles of Southeast Asian traditions to his own music, which he 
ultimately describes as distilling a substance that he as an ethnologist cannot easily put into 

as these are present in the music cultures in the Philippines and Southeast Asia. These elements 

discipline in Chinese thought are manifest in the music of a South Chinese ensemble.

What do these principles imply for the creative process and the notation of Maceda’s scores? In 

from action scores, which describe sound constellations in a very precise manner, but ultimate-
ly leave the musical detail to the dynamic interaction between performers. In Udlot-Udlot

-
cessity because it was the only way to realize the desired transcendence of a causal time struc-

to treat the ensembles compositionally as a “body of sound” over longer periods seem to require 

  Ibid., 46.

-
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a more systematic and more prescriptive approach to notation. In Suling, Suling
suling balingbing buzzers or 
tagutok scrapers, and ten gangsa

concepts is the organization of the music in sound surfaces or masses, as can easily be seen 
from the score example.

 Suling, Suling
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Suling, Suling are not far re-
moved from the ongoing transitional states developed by Morton Feldman and Giacinto Scelsi 
during the same period. Maceda’s compositional discoveries have created a variety of “less-

-
-

the separation between audience and performer.

Ge Ganru’s Yi Feng (1983) and the Liberation from Culturalist Categories

In Maceda’s case we can observe sharply that ideas derived from Western musical modernism 
serve as a principal means in re-inventing local practices, putting them into a new context, and 

 

xinchao generation of Chinese composers who were severe- 

despite the extreme living conditions, he founded an ensemble that played variants and excerpts 

 
quired Arnold Schoenberg’s twelve-tone method, stimulated by the important guest seminar 

able gap between his fragmented musical biography and the coherence of twelve-tone music. 
Ge’s Yi Feng

transformed the characteristics of Chinese music in a most unusual way, such as by focusing 

percussive performance techniques and free rhythms are based on traditional drum ensem-

instrument’s strings are tuned in fourths and up to one octave lower than the original tuning 
(F

 

  Mittler, Dangerous Tunes
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Pression

-
-

accompanied by a continuity of repressive discourses around suspected over-individualism, 
culminating in two so-called “Anti-Spiritual Pollution Campaigns” (Qingchu jingshen wuran

 Yi Feng
nese music history, because it did not bow to those repressions. In the process, the character-
istics of traditional instruments such as erhu, pipa, or qin

 
means of shaping an imaginary musical space beyond cultural and political categorization.

 

Koto 
nado asobi koto and string quartet and Tori mo tsukai ka shamisen and orchestra 

processual, sounds combine in an apparently free sequence, in varying character and density, 
not necessarily diverging, but moving as if in a free continuum in which they meet each other, 
seemingly incidentally. In his research on the music of Morton Feldman and John Cage, Martin 

 which seems to me to be very suit-
-

sence of clear, quasi-causal connections, conclusiveness, consequence, stringency – principles 
developed again and again in various ways in a range of new music during the twentieth century.

-
musica theorica. 

Yi Feng
 

Yi Feng Novem-
ber Steps

-

  See, among others, Mittler, Dangerous Tunes

experimental text sans Lessness
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would be an ultimately ethnocentric and culturally essentialist understanding that fails to re-

and corresponding performance methods or from models of interaction between the perfor-

spaces. His basic attitude is already clear from the instructions in the score of Koto nado asobi

sic
Sounds are uncertain, ambiguous, faltering, transient, and a little out of control. Listen atten-

koto solo (koto -
semble of any instruments (nado asobi koto  
els, consisting of mnemonic syllables from koto shamisen practice 
and are called kuchi-jamisen

kuchi-jamisen syllables in the kata-
kana kanji, and on the right the Japa-

kuchi-jamisen syllables are rendered in Romanized form and addi-

that is, framed by silence, or executed as repetitive loops. Similarly, the ensemble’s instrumen-
talists respond very carefully to the sounds they hear, either adding slight microtonal altera-

Koto nado asobi

Koto nado asobi
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In Tori mo tsukai ka -
posing fundamentally independent parts, with listening attention again playing a major role. 

shamisen part is superimposed on models for the or-

from gagaku
netori section in some pieces from the komagaku repertoire  and in the extended introduction 
to the bugaku repertoire called , in which the styles omeribuki and oibuki
forms of free or strict imitation.

  See Malm, Japanese Music and Musical Instruments  introduction, the imitation is strict among 
the hichiriki
version of the kakebuki – netori oibuki
in the oibuki kakebuki

kakebuki as glissando appoggiatura notes on the 
omeribuki and oibuki as free and strict forms of canonic imitation in gagaku.

Music of a Thousand Autumns

Koto nado asobi
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Tori mo tsukai ka

for a small circle of musician friends, with whom the targeted social-communicative experi-

 

-
mically, and culturally, music cannot be a universal language.” -
tained politicization,

a “music for everyone,” as dictated by populist politics and the mass media.  Instead, he has 

songs. See Galliano, 
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indulging in the traditional dramas of time.

-

 
Forging the Sword (Zhu jian -

implicitly referring to Maceda’s mass settings.  Freedom in the design of the individual parts 
of the score, which is determined only in its basic features and based largely on French-Chinese 

on stage was supplemented by a second group, which was placed at the corners of the hall.
-
-

engagement with traditional Japanese and other Asian genres, based on continued collabo-
ration with soloists of Japanese instruments.

tions, aspects and paradoxes of instrumental practice – as pointed out in his article “Bach as a 

of models – especially in the mold of traditional Asian learning methods – and ultimately the 

to Japanese genres and instruments. A close long-term cooperation with the instrumentalists 

  Saeya, saeya Tonghak

shamisen
koto -
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-
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Westernization (to some degree represented by the position of the  and preceding 

-
-

formative approach becomes more concrete in that standardized sequences of body movements 
(kata  

koto shamisen  

chamber music ensembles emerged. shamisen was his preferred mod-
el because it was least suited for “modernization.”

course, do not spell out traditional forms. In Sangen sanju for shamisen
 

sanjo 
koto 

repertoire, ji melodies from the narrative genre  
gagaku and gamelan as well as  and  models.
all, but suggests a close association of the traditional genres jiuta or nagauta with the shamisen’s 

Kaze ga omote de yonde iru (The Wind is Calling Me Outside, 
shamisen and voice, Sangen sanju for shamisen Nasuno r  for shamisen

Nasuno kasane for shamisen Tori mo tsukai ka for shamisen and chamber orches-
While I Am Crossing the Bridge 

Thread Cogwheels Yume, Tori mo tsukai ka II, Hiru wa moetsukita,  
Kagehime no michiyuki Mimi no ho Ongaku no Oshie Mono-Gatari, Insomnia Samu-
shiro, Ne monogatari, Kanashimi o sagasu ut, Three Pieces for Ichigenkin, Ware wo tanomete 
konu wotoko, Momoka momoyo, Tsuginepu to itte mita, Oinaru shi no monogatari Aki no uta, Kotsu no utau  
Aomori gaeru, Sangen, Koto nado asobi  Palindrome  To-i Sinubi  Hanagatami 1 

 Ariake Tabibito ka herazu , Kasuka ni Bai gui yexing huijuan

Tori no asobi.
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Sangen sanju for shamisen, beginning

“incommensurable” timbre, which is hardly challenged by crosscultural melodic references 

 duo  
zetsu 



233

-

for instruments whose playing practice has not been handed down to today through an unbro-
 In 

state – a reference to the shamanistic context of the original instrument.
-

-
sic and text materials, his intense engagement with Buddhist philosophy and practice in the 

the complexity and originality of his intercultural references, and his negation of the simpli-
-

can be to place non-written components or various juxtaposed forms of transcription in a bal- 
anced and appropriate relationship to one another in an intercultural context. His scores mix 

graphic instructions in hybrid score forms in which the prescriptive element of conventional 
-

thematized by the composer.

Discussion

and one-sided historiographic model is inevitable in the analysis of social and music-histo-
rical developments in Asia – and has to be re-applied to the West as well, possibly following 

 
 

stereotyping – along with other approaches to intercultural musical composition that we will 

Reconstructed Music Instruments of Ancient East Asia
include se and recitation, 
Dream of Heaven se, Unebiyama Tori no 
asobi Mangalasutta

Astray Among Decayed Strings.
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and the form in which they confront us must always be open to discussion. For both Western 

practice of instrumental performance, the categorization of timbres, or the cultural encoding 
-

and approaches, and to the rejection of simplistic compositional solutions such as references 

contrast, Maceda certainly claims a supra-regional, if not universal substance in an attempt to 

-

of thought in Japan, in opposition to the widespread construction of essential Japanese pecu-
liarities, as an extremely plural discourse that “failed to form a spiritual tradition serving as a 
point of crystallization or coordinate axis,” and thus brought about a situation in which a varie-
ty of “ideas, modes of thought, and worldviews remain historically unstructured side by side.”  

that his attempt to construct such a coordinate axis, however open and complex, necessarily 

It has become clear once again that an intercultural music history can no longer be satis-

as the relationship between aural and textual components of the compositional process. An 

Denken in Japan
-
-

Kuwadro – José Monserrat Maceda, National Artist for Music (Cultural Cen-
-

the soul of the Filipino.”
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for execution. In addition, both composers very consciously and in a complex way manipulate 
cultural codes and meanings that can be deduced only through a correspondingly culturally 

“informed” hearing from the sounding result. For this music, new techniques of a “contextual 

categorization, are decisive touchstones for alternative music historiographies.

5. Intercultural Narrativity in East Asian Art Music since the 1990s

-
-

the symbolic reception processes instigated by visual arts, the communication of multi-coded 
-

scribed this quality of music as a “semantic chameleon.”
theory or research into musical metaphoricism rarely posit unambiguous principles of musical 
communication.

 

and other mechanisms by a wealth of “meta-musical” dimensions such as genre conventions, 

which of course is always to be weighed critically against alternative cognitive processes and 
cultures of hearing, since they are profoundly socioculturally and historically encoded.

-
-

sical process must describe a continuous, irreversible change over time, and on the other hand, 

meaning cannot be reduced to individual components.  In this chapter, I will present some 

instruments, the following analyses to some degree reinforce associations of these instruments 

Conceptualizing Music, Thorau, Vom Klang zur Metapher The Oxford Handbook of Topic Theo-
ry.

-
Unsung Voices. Narratological concepts have received a great deal of attention in 

New 
Sounds, New Stories

A Theory Of Musical Narrative.



236

-
turgy, but instead in such a way that the semantic connotations of the “acting” instruments 

compositional decisions. Most of these examples introduce the separation, rapprochement, or 
even indistinguishability of “Western” and “Asian” instruments or sounds in a more nuanced 

-

intention of developing a new repertoire for their instruments and thus aiming to avoid fal-

have a high degree of specialization in, and familiarity with, the techniques of contemporary 
music, yet the collaboration with composers, who are usually educated exclusively in Western 

produced. Although some of the following examples have been composed, performed, and dis- 
cussed outside of Asia, and may thus only indirectly be relevant for analyzing processes of music 

 the following discussion is 
organized around national music discourses, providing to some extent an opposing perspective 

New Chinese Music Between Essentialism and Cultural Conflict

before that proved a decisive turning point, following tentative signs of political liberalization 

Chinese music that this development implied.  Although more attention has commonly been 

chose to remain in or, from the late 1990s, return to China. Certainly, as elsewhere, there may 

in general certainly have not only been advantageous for independent Chinese art forms. Art 
music is considered a “luxury item,” the composer’s situation is largely one of isolation and 

 It may also be this partial isolation from inter-
national trends that, during the late 1990s and early 2000s, encouraged certain tendencies to-

-
-
 

outlined in Chapter II.1. 
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did in his 

deployment of Chinese texts and textures, structural references to Chinese or Asian genres, 

forced into the mold of violent cultural optimism.

Polarizing Essentialism: Tan Dun
-
-

dency of a resurgence of nationalist currents in the People’s Republic of China. As a result of 
targeted party politics, since the early 1990s, this nationalism has provided a welcome distrac-

-
sult of this neo-nationalism, especially since many composers began to engage with culturally 

Ghost 
pipa and string quartet, one can clearly identify a “tamed” idiom compared to 

-
tian Bach’s Prelude in C

song Xiao bai cai xiaodiao
 But the juxtaposition of 

ance of precisely those components that are undoubtedly crucial for the formation of their “cul-
-

mony notes are omitted several times, and the ornaments written out in the original, which 
Xiao bai 

China Can Say NO! (

education (Aiguozhuyi Jiaoyu Yundong

-

Neue Musik und Interkulturalität
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cai, in turn, loses the harmonic ambiguity of the pentatonic scale through the added drone in 
-

portamenti producing conventional sighing motifs are  

al” manner, is therefore hindered from the very beginning by his failure to recognize precisely 
those delicate asymmetries between these materials on which his conception claims to rely.

Pluralistic Essentialism: Qin Wenchen and Guo Wenjing
Many other composers by no means discarded cultural essentialism, but the concept has 

become more nuanced and pluralized through the more diverse experiences of younger gene-
He-Yi 

zheng, six Western instruments, and percussion. 
 

-
 

luogu dianzi, the “gong and drum 
wuchang,  but here combines the resulting 

evocation of Chinese opera with the withdrawn literary world of the zheng and the quasi-sha-
manistic singing of the zheng

-

nese opera gong (jingluo -

Asian music, described by Barbara Mittler as “radicalization”
-

He-Yi, for example, 
the sound-syllables of the luogu dianzi are structurally condensed in a way that would never 
happen in traditional wuchang ensembles.

most explicitly associated with traditional non-Western, not necessarily exclusively Chinese 
 

Luogu Dianzi
Neue Musik und Interkulturalität luogu dianzi

Chinese music.

  Mittler, Dangerous Tunes
Neue Musik und Interkulturalität
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 An important one is the aforementioned use of 
 

an ambiguous, sometimes ironic context. 
Guo Wenjing, in his second opera Ye Yan

“quasi-traditional” Chinese material to extremes.  With long stretches of only one unaccom-
panied musical line and the sound of the four-string lute pipa, the music is based on inter- 

-

up by sharply contrasting percussive tutti

of Chinese musical forms, in particular the literary wenren aesthetic associated with the pipa, 
related to an idyllic concept of nature from which  Guo has explicitly distanced himself.

He-Yi and 
percussion patterns of jingju chuanju

Neue Musik und Interkulturalität
  See Guo, “Traditional Music as Material.”
  See ibid.

Ye Yan  
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Interaction: Chen Xiaoyong

-
tion with Chinese instrumentalists led to an intensive examination of the problems associated 

(Mo motu
sheng pipa, violin, violoncello, and percussion, written 

Vacuité/Consistance zheng, 
pipa -

and chamber ensemble, xinchao  

zheng solo Circuit

only a wide range of vocal colors but also experiences of free improvisation – qualities that are 
also clearly manifest in the zheng He-Yi

to Chinese traditions. A tendency toward abstraction and play with abstracted “cultural” colors 
Invisible Landscapes -

za, the three solo instruments zheng, piano, and percussion, facing a small chamber ensemble 
of six instruments, attempt almost systematically to continue the piano’s line along with drum-
ming and zheng  

 

-
tent attempt to fathom the closeness and distance between the various instrumental timbres 

-
sheng -

traditions of Chinese thought. Yang Shen for soprano, zheng, sheng/xun
small chamber ensemble from 2002, for example, develops a reading of the poem Bei feng bo 
zhou from the Shijing

-

strumental sounds approach one another.
Speechlessness, Clearness and Ease (

-

Poème Lyrique II.”
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-

sheng erhu ruan

accelerate this process (col legno, rubbing of the zheng strings, jiaoxian pipa 

Daodejing
see it” (shi zhi bu zu jian

sound.”
-

tities seems to diminish the intelligibility of Chen’s narrative of a paradoxical world experience.

Stratification and Conflict: Zhu Jian’er

the xinchao generation’s achievements in some ways, but retains a distinct position in which 
a more pronounced independence from Western modes of reception is apparent. While the 

 
-
-
-

-
qin, mostly 

in senza tempo  
ment Sixth Symphony, by contrast, creates a complex combination of orchestral sounds and 

South-Western China.

dao zhe chu kou, tan he qi wu wei, shi zhi bu zu jian, ting zhi bu zu wen, yong zhi bu zu ji
 

The Tao Te Ching
Daodejing ziran wuwei

 (zhi xu ji, shou jing du)

-

The Map

Feige, for example, a girl from the Miao 
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Speechlessness, Clearness and Ease

3 3 3 3 3

3

3

6

3

3

32

3
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6
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3

36
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Sixth Symphony
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ence a considerable compression and complication of the structure. At the movement’s turning 
Worere song of 

 

male voices consists of loud, rhythmically free exclamations.
metric structure collapses, and ultimately the recordings are crudely drowned out by a violent 
orchestral tutti

-

-
 
 

leged closeness to nature in the music of China’s minorities has long been idealized among 
Han Chinese (especially among composers -

this musical-narratological collapse, interpreting the symphony as a “search for roots” and as 

xungen
minzu-

xing

-
na, while conversely, coherent musical surfaces are presumed to contain an “internal struc-

The Map” and Yang, “Musical Phan-
tasmagoria in the Globalized Age.”

Echoes of History.
O ssei sseil Remeicuo.

Neue Musik und Interkulturalität
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ture” that should guide the reception process.  It is obvious that this is an overly crude and, 

-
-

-
ground of nationalist tendencies in recent Chinese music – only a confrontation between hetero- 

New Korean Music: New Exemptions

of an autocratic military government, the internationalization of musical life was only gradu-
-

 and orchestra.  and 
 player 

in Korean new music history.
, an ensemble of 

 
 

from the “violence and destruction” of Western music  and was now celebrating traditional 
Korean music in Korea as “the most expressive, sublime and free in the world.”  In addition 

-

 In any case, such 
impulses were decisive for the young  innovator Hwang, and he subsequently emerged 

-
jak kugak 
Music,” see 

-

Neue Musik und Interkulturalität

Hwang Byungki.

  See Ertan, Dane Rudhyar
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 From 

-

Exemplum in memoriam Kwangju 

 or in  

particular subsequently became welcome tools of propaganda against the South through mul-
 

-
der-estimated the veracity of state policy.”

-
 

Che Sam Sedae

still committed to a Western Romantic idiom. Political-historical topics in this context were of-
-

song 

incorporation of traditional elements was not least a critique of the fact that the manifestati-
ons of Korea’s traditional culture as a whole had been largely isolated from current social pro- 

al genres and idioms were not conceived as obvious or “natural” resources for composing, and 
 

  See the extensive documentation in Sparrer, , 

-

Fünf Stücke für Klavier. See Lim, 
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As in other cultural contexts, it was above all “multiculturally” competent performers, such as 

hybrid-ity at an early stage.

Sublation of Traditional Practice: Eun-Hye Kim, Jin-Hi Kim
An explicit focus on the idioms of traditional Korean music since the 1990s could refer to 

nuanced scholarly investigations and publications and, at the same time, increasingly rely on 
a circle of younger musicians of Korean instruments open to collaboration with composers. 

and 
changgo
uses the vocal technique of the aristocratic genre kagok

changdan
genre sanjo, where the patterns are further developed and varied in density and tempo as in the 
original sanjo

that only the basic character but not the shape of the changdan remains recognizable. For exam-
ple, the strong accent at the beginning of a cycle (hap changdan
score, so that the sonic result has a high degree of idiomatic resemblance to sanjo and kagok, yet 

complex notation, which limits the dramatic emphasis of traditional kagok singing and draws 
more attention to structural detail compared to the improvised sanjo, also contributes to this 
feature of the music.

decades-old pitfalls of the discourse on “Koreanness”  can be avoided.
Musicians such as the  or the 

Jeong-Seung Kim have made a decisive contribution to shaping such a journey beyond polar-
-

-

through techniques summarized as ssigimsae

Hwang Byungki and Han, Interkulturalität in der neuen Musik Koreas.

Contemporary Gayageum 
Notation for Composers

Creating Korean Music
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-

-

-

Although Kim’s concept has many essentialist traits and is in some ways reminiscent of the mu-

one of Kim’s most important methods is the use of traditional Korean performance practice on 
-

Nong 
Rock
structures of the kagok Nong  

 
vibrato 

Rock

Kayagum
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into a more improvisational and energetic situation, with individual instruments, especially 
the 

kagok

In a kagok song the  is a leading instrument and accompanies the vocal line together 
se-piri  (horizontal bamboo  

tanso changgo
kagok suite, I had the feeling that the instrumental ensemble and the singer sounded sep-

 

 

changgo 

Nong Rock.

ssigimsae are recorded in traditional music sources, and Kim’s score can there-

are repeatedly called upon to listen to one another and to react in the course of the piece, and 
the imitation of the  techniques regularly extends the conventional string sounds.

-
tial” is certainly most evident in Kim’s approach. It may also be the distance from the home 
culture and its politically charged discussions, as in the case of some Chinese immigrant com-

stereotyping. Kim’s performance experience and practice, however, convincingly counters 

Nong Rock Nong
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-

Liberation from Culturalism: Bonu Koo, Kunsu Shim

appears naïve when compared to later generations, was criticized in particular by Bonu Koo 

-
 Koo, who studied with 

-
dencies with a psychoacoustically informed structuralism that avoids culturally encoded mu-
sical vocabulary by concentrating on the acoustic properties of the sounds employed and their 

nah/fern for 

sound
 and the Western strings. I found 

to let the instruments come close to each other, but it is also possible for either side to retain its 
 “emancipates” itself from the West-

-
 and 

 

timbre of the two instrument types at the beginning is apparent, the “identities” of the instru-
ments only gradually surfacing.

 abruptly falls into an 
, which  

shinawi genre. At the same time, the three string instruments 
play an almost pitchless pizzicato, hinting at a percussion pattern in the style of the Korean 
hourglass drum changgo

inates is a rationalized, “psychoacoustic” approach (sound production and acoustic envelope, 

aims to avoid any “cultural” association. With this approach, Koo resolves the dilemma of try-

  Ibid.
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Tanzsuite mit Deutschlandlied
the presence of the traditional material is perceived, on the one hand, as “foreign matter,” as 

consistently developed structural-narrative gesture.
A radicalized variant of this structuralist strategy is the conception of “synthesis by noth-

ing,” which may be described as a basis of John Cage’s concept of musical interculturality 

hierarchy-free and “culture-free” form of music by turning to individual sounds and silences 
as basic elements – an attempt at liberation from conventional concepts of culture as a whole, 

Neue Musik und Interkulturalität

nah/fern

nah/fern
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-
doxes that are already apparent in structuralism, as they are only understandable in the light 

-
tial for a great diversity of artistic approaches beyond the immediate American context.

Cello/hören 

-

-

-
cused sound perception.

Shim’s 
warmth and lightness,”

them.”

music as analogous to a non-intentional listening to the acoustic environment of the natural 
world and everyday life. Silence, as the basis of sonority, is particularly important in this re-

with one’s memory and expectation, as well as a curiosity about an “in-between” time-space 

Shim repeatedly refers to the traditional Asian, especially Japanese, theory of art. Among 
other sources, he quotes an anonymous short poem that also plays a prominent role in a stan-

In Praise of Shad- 
ows (

   Shim, 

leise, frei. der komponist kunsu shim.
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pull it apart,  

for imagining the natural.

ecology, is strongly oriented toward the legacy of the American avant-garde, as evidenced by 

form. Shim’s provocations of perception are constructively condensed with the utmost preci-
sion, and in their dramaturgy they pursue precisely conceived experimental arrangements. His 

In Praise of Shadows -

Lob des Schattens
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Martin’s structuralist constructivism,  which is endowed with extremely subtle subversive 
elements, describes an essential aspect of Shim’s own concept of form. An archetype of his 
composition, as clearly demonstrated in Sense of Measure
in a critical moment when the continuum of sounds and silences is abruptly interrupted by a 

of earlier material, but now suddenly new sound qualities “come to light.” A central theme in 

Tendencies in Japanese Music Around the Millenium:  
Affirmation and Critique of the Essentialist Heritage

In Japan, too, the construction of an essentialist Japanese aesthetic, prominently elaborated, 
 

-

involved in a tonally or modally oriented idiom, which suggested an institutional gravity of 

simplistic culturalist essentialism with national or nationalist resonances. Starting with  
Mayuzumi, a considerable number of Japanese composers have aimed at a transnational (or 

 

considerably promoted by transnational performance and ensemble activities that involved 

increasingly no longer felt a need to face any issues of “Japaneseness” or employ material from 

be considered a broader characteristic of younger generations, and was discussed already in 

-

be addressed at adequate length here, and will instead be outlined in a brief comparison be-
 

-

this conceptual divergence might suggest. 
Landscape V  and string 

Neue Musik und Interkulturalität
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the concept of sawari -
ment of traditional Japanese music aesthetics,  and which can be experienced in the buzzing 
sounds of the shamisen or biwa
aitake chords of the  in gagaku -

 theater, in which the ma, that is, the 
gap between silence and sound, materializes clearly before the beat.  Ma exists, as it were, 

conveying a “core” of Japanese aesthetics.

static textures, as in Landscape V
in particular, this results partly in an overt idiomatic proximity to traditional Japanese genres, 
which is reinforced through collaboration with Japanese performers. In Koto-Uta  
voice and koto koto-kumiuta (vocal 
suites with koto

Klang im Osten , 
Neue Musik und Interkulturalität

ma Neue Musik und Interkulturalität

Koto-Uta for singer and koto
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-

-
damentally oppose both the essentialist Japanese discourse and the standardizing Western 

shamisen, for example, 

 In an-
other concept, he has “overlaid” original traditional music, such as the shamisen and vocal parts 

Nasuno Nasuno kasane (Nasuno 
shamisen  (Nasuno 

shamisen
shamisen and vocal lines, and creates a dense simulta-

create a wider perspective on the original, simultaneously expressing closeness and distance.

including gross exaggeration and self-exoticization, has a long tradition in Japan,  and seems 

 

-

sounds, as represented by the shamisen’s or biwa’s sawari timbre.  In Japanese modernity, or-
ma, sawari, sabi, or , were frequently 

composing, and developed a fundamental compositional critique of this new Japanese cultural- 

contributed to the history and techniques of intercultural composition cannot be reduced to 
simplistic forms of appropriation, but is rather entangled in a web of cross-relations with polit-
ical and cultural tropes within and beyond discourses on “Japaneseness.”

Koto-uta

Das Ende der Exotik
   See Shimada, .
   Tsunoda, The Japanese Brain
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Conclusion: The Limitations of Musical Narrative in an Intercultural Context

 
 

“gestural types,” -
 
 

strumental or sound groups are comprehensible, and are extrapolated to more general cultur-
 

  See Hatten, Interpreting Musical Gestures Music and Gesture.

Nasuno kasane, excerpt
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ed” can hardly be answered in general terms. In our examples, the composers seem to want to 

objection could be formulated that the semanticizations of musical material through struc-

to music tends to correlate heterogeneous signals in an act of synthesis rather than recognizing 

-

-

raises the question of whether harmonic, tonal, and rhythmic models, which refer to certain 
listening and intellectual traditions – such as contemporary, classical, traditional or popular 

-

6. The Impact of Traditional Music on Composition  
 in Taiwan since the Postwar Period

The General Conditions of Contemporary Music in Taiwan  
and the Implications of its Historical Development since 1950

 
 

Guomindang (Kuomintang
-

trolled economic infrastructure.

-

  Weggel, Die Geschichte Taiwans, 5.
Die Geschichte Taiwans

Taiwan: A New History.
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-
 or choreograph- 

found a  
leged situation from the beginning.

 

 
changes between traditional painting, poetry, or prose and their modern, Westernized suc-
cessors.

Such considerations may shed light on why the visual arts and literature did not have the 
-

course, the “isolation” of new music is a social phenomenon that – partly in a targeted manner 
but partly also exaggerated in some research  – has shaped the situation of advanced music 

can be pinpointed, which will become evident in the course of the following discussion.

-
vision into six generations as outlined in some historical studies.

as sources of musical composition and in the founding of basic music institutions. 
-
-

-
corporation of traditional Asian or other non-Western art forms can be observed only in rare 
individual cases.

The History of Taiwanese Literature, Martin, Taiwanesische 
Literatur and Widmer and Wang, From May Fourth to June Fourth: Fiction and Film in Twentieth Century China.

  See Custodis, Die soziale Isolation der neuen Musik.
  See Mittler, Dangerous Tunes -
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Jiang Wenye 

Hsu Tsang-Houei 

 (1934)
Chen Mao-Shuen  (1936)

Hou Chun-Ching  (1938)

Shen Chin-Tang 
Hsu Sung-Rung 

 (1942)
Dai Hong-Hsuan 

 (1943)
 (1944)

 (1944)
 (1945)
 (1946)

Chien Nan-Chang  (1948)
 (1950) 

 (1952)
 (1952)

Chien Shan-Hua  (1954)

Pan Shyh-Ji  (1957)
 (1957)

Chin Shi-Wen (1957)
 (1962)

Wang Ming  (1963)
Du Wen-Huei  (1964)

 (1965)
 (1965)

Tung Chao-Ming (1969)
 (1970)
 (1970)

Chao Ching-Wen  (1973)
(1973)

(1977)
(1980)

cultural development which, of course, might also be said of developments in China and other 
wenhua shamo

only later included in the public discussion,  but dates from this period.

Deux 
Poèmes
Paris, demonstrates this search for an identity between Japanese, Chinese, and French cultures 

Zuori haishang lai  
-

subsequently gave decisive impulses for younger composers by organizing groups of compo-

Dangerous Tunes
Mittler, “Mirrors and Double Mirrors,” Liu, A Critical History of New Music in China

Taiwan yinyueshi chugao Taiwan yinyueshi -

Taiwanesische Literatur
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-
Dongfang 

huahui
groups emerging in this period were -
ji  

Romantic orchestral and song style seasoned with pentatonicism, oriented toward the prewar 

-
 

 
 

-

Guoli Shifan Daxue  (Mo-

crucial for promoting these activities further.  – established while Shi was 

 
tions into the compositional process. Although the music performed by the  prob-
ably did not depart much from the more conservative style of the time,  it had some impact 

Yunmen wuji
 In the following years, the dance productions of this group made it possible for a small 

Xiangtu 
wenxue  

Rhapsody 
in Red

-
 

fused to fund the project (Mittler, Dangerous Tunes

  Criticism of the Xiandai yuefu
Dangerous Tunes Xiandai 

yuefu 

  See Martin, Taiwanesische Literatur.



267

reason, a distinction between Western and Chinese cultural models was increasingly sought. 

Renewal Movement” (  

tried to counteract polarization by highlighting similarities between archaic Chinese and con-

In the realm of art music, however, it seems that the impact of the xiangtu movement was 
-

Han shi 
Da shenji

by Cloud Gate and other performance groups, which did, however, occasionally include more 
-

popular.

-

 But the nervous energy 
 
 

 
(
series (

-
sing cultural responsibility and prosperity, which, however, did not necessarily improve the 

 cultural agendas had pre-
Guoli 

-

  Mittler, Dangerous Tunes

dangwai dangwai- foun-
ded Formosa

dang-
wai
see Weggel, Die Geschichte Taiwans Politische Opposition in Taiwan 1947–1988.

Foundation (Guojia wenhua yishu jijinhui
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-

 While new radio programs and a 
growing number of composition commissions were beginning to stabilize the situation of new 

Problems of Taiwanese Cultural Identity and the Two-Pronged  
Discourse of Traditional and Contemporary Music

-

peoples of Austronesian origin ( -

Kejia

-
 Subsequently, there have been decades of authoritarian 

-

come from mainland China at some point over the centuries. beiguan, 
nanguan, gezaixi jingju

therefore is not secure at all. It is also unclear whether the growing institutionalization of tra-
ditional music can counteract this or is rather part of this marginalization process.

-

  Mittler, Dangerous Tunes
  Weggel, Die Geschichte Taiwans

-

Neue Musik und Interkulturalität
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in either area, but that both – together with their more popular variants – are involved in a 
process of continued recontextualization and reinterpretation of musical-cultural artifacts, 
and they inevitably, owing to their institutionalization,  interact with societal processes as 

broad forum for, for example, aesthetically questionable arrangements of traditional music in 
a neo-Romantic guise, as evident from the tradition of the Chinese orchestra since its inception 

 
serve” a local performance tradition or a self-referential avant-garde idiom, because neither 

-

only be produced in this situation by a small avant-garde, which ultimately frees itself to some 

to an illusory concept of musical autonomy. Although the term “avant-garde” was dismissed in 

Taiwan’s Small Avant-Garde During the 1970s and After –  
The Works of Lee Tai-Hsiang, Hsu Po-Yun, and Pan Hwang-Long

 
as the avant-garde achievements in this period faced massive social resistance, even among 

-

moment in a special way in their sound structures.
 a member of the aboriginal Ami people, his relationship to the bentu 

this.

 
Chiou, Li Taixiang Dangerous  
Tunes  
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-
larly met gezaixi and budaixi

he was a talented violin player and received early support from his teacher Chen Ching-Gang. 

was conductor of the 

, to-
day named 
ing and, later, composition. His earliest compositions were stylistic copies of Corelli, Mozart, 

 
-

Long 
Wu
use these traditional “sound media.” A more mature step to incorporate traditional elements 
can be found in the short piano trio Yunxing sanbian

the listener with the multitude of extended, “performative” playing techniques (playing inside 

of the luogu dianzi wuchang  (
how consciously he was striving at the time for a synthesis of Western avant-garde and Chinese 

of jingju percussive syllables cang daluo large gong, xiaoluo small gong, and 
ba qi

the calligraphic principle of liu bai (white space within and between the drawn lines is consid- 

 

-

-

. See also 
 and .

Dangerous Tunes
   On the reception of the luogu dianzi Luogu Dianzi.”
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Yunxing sanbian

Yunxing sanbian
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multimedia performance concepts. 
-

tion, he developed a compositional approach that he characterized with the terms kenengxing 
budingxing kebianxing  

Time
-

believed that Chinese or Japanese instruments should not be used because of their special  
“color” or by simply transferring modern playing techniques originally developed for Western 

able to express the aesthetic concepts of kongjian (empty 
Yun -

crete manifestation in the ideal of a steadily changing pitch and tone color inherent in almost 

which all “real, continuous sounds” ( -
-

Yu – Chan – Ximen ding Da Shenji 
and -
bly represent his most successful and ambitious attempts to synthesize these two major start-

Yu – Chan – Ximen ding is a rare 
musique concrète, and accentuates dynamic and atmospheric contrasts 

Ximen
-

newspapers into the audience.
Da Shenji

production Wu Feng
ostinati

While the dominance of the percussion ensemble and the mostly “shouting” voices establish 
-

.

TransSonic Time.
Dangerous Tunes
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-
 

Da Shenji and 

  Ibid., 16.

Example 3.36: Lee Tai-Hsiang, Da Shenji, II, Chengren li

Da Shenji, III, Qi ge
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Ami actually contains few repetitive patterns and is characterized by its free and complex form 
of polyphony, which hardly allows for such minimalist music to be derived from it. -

 

the second part of 

-

The composition is based on the structure of movement, and there are no architectural limits 

-
lized Huanjing san zhang
percussion together with Ranta.

society,” to “raise the level of popular music,” and to “build a bridge to serious music.”  In 
-

the sun in Yi tiao riguang dadao
 His most famous song Ganlanshu

Weltmusik – Resonanz  

  Mittler, “Mirrors and Double Mirrors,” 16.



275

 grew up in a cosmopolitan environment and was involved in internationally 
oriented cultural-political activities early on. He was active in the composers’ groups of the 

 
Xin xiang wenjiao jijinhui

 
 

autobiographical dimension. 

to Asian vocal models, including details that are rendered in a precisely notated approximation, 

conception. As sources of inspiration for his vocal style – which he also transfers to the in-
 

beiguan and nanguan, the  
Japanese  theater, Korean , Indonesian kecak

p’ansori. 
subito piano. As a composer, 

-

-

Zhongguo xiqu mingxiang 

  Ibid.

Dangerous Tunes
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detailed in the above quotation to the “abstract” surface of a piano quintet. Similarly to what 

-

Han shi -

to the human voice, and the singer moves between toneless whispers and forceful calls within 

xinchao
in advance.

Hsu’s Pipa suibi pipa is based on the principle of an in-
pipa playing tech- 

niques.
the wu genre,  whose most famous repertoire piece is Shimian maifu

argues that he used the classical three-part form of the daqu (xu – po – ji
music 

Dangerous Tunes
  Traditional pipa timu 

-
pertoire” (wu Shimian maifu wen 

and landscapes.

Zhongguo xiqu mingxiang
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adequate, due to the mere nine-minute duration, to conceive the form of the piece as a single 
continuous process.

Finally, Sheng – si -

Chinese instruments xiao, zheng, huqin, , sheng, and xun, as well as nine Western string 

-
-

Pan Hwang-long -

in Liu, A Critical History of New Music in China
Gu jin xiangsheng yinyue meng.

Han Shi
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ther Bialas.

-

composer here followed the principle of musique concrète instrumentale

col legno tech-

Pan was aware that he had reached an extreme point with his second quartet, and subse-
quently turned, certainly encouraged by the far more moderate approach of his next teacher 

-
Wandlungs-

phasen for eight performers (Wu xing sheng ke

(wu xing

this is Pan’s idea of a “sound cadence” (
sound typology, from which the principle of “sound content” (
a central principle of composition.  In Transformation
cellos (Hudie meng -

Ursache und Wirkung (Yinguo sanzhongzou Kausalnexus (Yin-
guo muguan sichongzou Erleuchtung (Qishilu 

-
 

Although his wide-ranging international activities were now beginning, his compositional 

adapt concepts from Chinese thought, such as in his 

( – Promenade

ing the elaboration of the score to the performers, who can select from several predetermined 
sections.

Although Pan grew up in a very traditional environment and even played the xiao and dizi 

the ensemble Caifeng Yuefang

  Mittler, Dangerous Tunes
  See Sung, Pan Hwang-Long, 44.
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ensem-
ble -

only employed highly indirect allusions, such as hints of nanguan melody in the two orchestral 
Taiwan fengjing hua

nanguan  
Caifeng Yuefang Shi 

– Dao – Ru
modern culture, alluding to the Confucian form of learned dialogue. What function should 

.
  Sizhu music is the predominant ensemble form of traditional music practice in southern China and is still cul-

spread as an independent ensemble. The most common forms of sizhu Jiangnan sizhu (in the 
Guangdong yinyue Fujian nanqu Jiang-

nan sizhu, see Witzleben, “Silk and Bamboo” Music in Shanghai.
  The genres nanguan and beiguan

-

String Quartet no. 3
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traditional instruments serve today? How could a music sound that brings out the qualities of 

-
-

title stand for the three great philosophical-religious traditions of Asia and the potential for 
shi dao ru

In his quartet Wujing, dizi, pipa, 
erhu, and percussion instruments, the writing for the Chinese instruments seems more con-

classical Chinese aesthetics, the balance sought in Buddhism between matter (wujing -
pression (qingjing

(developing the mobile principles from the -
 

, which he associates with a “light, intro-

qin
while the binary rhythmic structure in East and West (Dong nan xi bei

court music 
In all these approaches, it is always clear that Pan assumes an even stronger abstraction 

 

mainly on the – politically safe – terrain of ancient Chinese thought. Pan’s approach is thus 
characteristic of an internationally oriented professionalism that was gradually established 

in the musical structure.

gradually liberalizing cultural and political climate. In this process, all three became personal-
-

  Pan, “Wujing, 



281

Conservatism and Reinvention of Traditions since the 1980s

 

-

-

isolation of academic composers from social, cultural, or political discourses, and the orienta-
tion toward the repertoire of early musical modernism, as evidenced by the success and spread 
of Allen Forte’s set theory since the publication of 

Xiangtu 
movement were increasingly brought into the center of society by the political opposition, but 

contact with traditional music practice, which was associated with the progressive urbaniza-
-

Wujing, qingjing, yijing
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-

nanguan and 
beiguan

Wang guo shi I

relates to the characteristic structures of traditional Chinese practice, for example the com-
jinghu

jingju

Mr. DE ---- ath

dramatic-performative dimensions but clearly point beyond mere academicism. However, at 

as becomes apparent when comparing Pan Shyh-Ji’s complex and strictly atonal Quartet
Raining Night

For many representatives of the younger generations, “traditional music” may be an ab-

-
tives of this generation. His personal “rediscovery” of native aboriginal music and Buddhist 
music at the end of the 1990s was accompanied by a light-footed synthesis somewhat indebted 

-
ber’s “critical composition.” In Formosa

lubung

in the second movement Wudao

Fangwu luocheng ge

-
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piece Formosa

Wang guo shi I

Formosa, II. Wudao, m. 63
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leads to a cautious, fragile texture that builds up tension through the process of mutual listen-

-
ristic” and “structuralist” appropriation.

-
Formosa

-

Formosa, I. Fangwu luocheng ge
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In Die Gesichter des Buddha
struments, composed for 

faqu 
melody  

-

It is evident from the score and the sound result that the organization of this complex mix-

develops its own dynamic from the underlying melodic and temporal organization. Culturally 
coded musical vocabulary is here secondary to concentrating on the acoustic properties of the 
instruments and sounds used, and increasingly gives way to a unique quality of sound.

-
day.  Wang Ming was trained as a performer of Chinese instruments (zheng, pipa  

  The imperial music group Liyuan

music” called faqu. The faqu daqu.

Die Gesichter des Buddha
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Wenhua daxue -
-

dents from  
Ballade

natural elements, and autonomous musical structures, and combines these levels with a sensi-
tive use of electronic media. 

-

trio one bird, one tree erhu bagatelles to be played 
in any selection and order. As in earlier pieces, poetic language is transformed into spatialized 

bagatelles, is 

with prerecorded “tree sounds,” creates constantly changing audio-visual situations.
-

wanese music at the Sorbonne in 2011,
based research project into the Chinese and Japanese mouth organs (sheng and 
applicability in contemporary music, in cooperation with IRCAM and other prestigious French 
research institutions.  Such transnational and interdisciplinary contexts provide increasing-

impasses and polarizations and to contribute substantially to an internationalized new music 
community.

-

generally conceptualized and “hidden” to a far greater degree than with some mainland Chi-

the neo-traditionalist concepts of the xinchao

Outlook

an “internal” brain drain remains, shaped by the danger of drying out independent creative 

   Ibid.
   .
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forces in a somewhat utilitarian, economically oriented society – a tendency increasingly felt 
in many areas of the West as well. In addition to the need to support and champion new art in 
general, the preservation of aesthetic independence and the development of culture-critical 

-

and ethnic diversity appears as a unique opportunity, not just a source of never-ending social 

thing of the past (leaving aside the fact that this was an ideologically charged phrase in the 

cades of political censorship, economic commercialization, and nepotism, turning into a vib-
rant and largely well-functioning democracy.
advanced art music must also function as an indicator of political liberalism and international 

-

cultural diversity in which global and local tendencies are constantly intertwined.





IV. The  Context 

 
1. Transformation and Myth Criticism in Works for the Japanese Mouth Organ 

how is a balanced reference to a globalized cultural memory possible when caught in the ten-
sion between diverse musical cultures, and to what extent do the incommensurable cultural 
idiomatics of those cultures allow for interchange among themselves or intermediate action 
spaces? Hypolepsis, in the ancient theory of rhetoric, is the connection of a statement to a pre-

 is a particularly apt exam-

therefore an excellent measure of the narrow gap between “culture-free” sound and simplis-

where and how do composers continue to write about cultural memories while engaging with 
this instrument? What role is played by the construction of a “canonic” or “classical” tradition 
that is connected to this instrument (that Jan Assmann separates from the hypoleptic process 

, what we could call the myth of the 

-
sitional process?

The Japanese Mouth Organ in the Traditional Context

 as a solo instrument 
-
 

-

F  
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and contain no reeds.

B -
tion, so that it is characteristic for the  to produce a continuous stream of sound.

available on the modern instrument and are not used in traditional music.

 came to Japan as a court music instrument in the eighth century during the Chinese 
sheng, was an ancient instrument that 

construction of the instrument is mythologically attributed to a goddess at the beginning of 
time, and it was supposedly played by an “immortal” at the foot of a mountain on a moonlit 
night.  (Chin. sheng, Jap. 

-
ciated with the mythological bird, the phoenix, which is reborn from its own ashes. Also, the 
character’s shape and construction are modeled on the phoenix. In an archaic Chinese classi-

, the sheng
namely the transition from winter to spring.  is based on a cycle of pure 

Guanzi
aitake, the ’s basic chords in the  repertoire of the Japanese court music 

genre of gagaku
By the middle of the nineteenth century, in the early era of Meiji restoration, for political 

reasons, the current form of the gagaku 
 repertoire – the principal representative of Ja-

pan’s “traditional music.”  From the same period, gagaku was actively promoted to Western 

ertoire repeatedly being transcribed into Western notation.  With the exception of the free in-
troductory sections,  and netori, which resulted from tuning into the mode and partly 

 
ya  (D to (B boku

Harich-Schneider, A History of Japanese Music

  In the ba yin sheng pao
sheng yin. See 

Liang, Music of the Billion
Music of a Thousand Autumns

gagaku
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aitake 
aitake
the exception of the - and the hi

 pieces which were heterophonically elaborated in on all other melody 
instruments, particularly the dominant reed oboe hichiriki . In 
these pieces, the characteristic micro-glissandi embai were used extensively in the other wind 
instruments to connect the pitches of the basic melodic line.

In the utterly characteristic manner in which the (usually three 
used in the -

aitake are 

of breath (ikigahe  pupil (as mentioned, the reeds vibrate 

Music of a Thousand Autumns
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Etenraku  
 

gagaku -
debted to the slow swelling and receding curve of the  part within the slow basic tempo, 
which is common today. Gagaku music thus appears particularly suitable to illustrate essential 
Japanese aesthetic principles, such as the sadness of transience (mono no aware
austerity of old things (sabi gagaku, as it was gen-

a result of Japanese nationalist sentiment since the nineteenth century and, as such, must be 
considered a product (rather than an a priori

gagaku music presumably substantially 

but the  was also a leading melodic instrument alongside the lute biwa and zither gakuso, 
and its character was not at all limited to today’s “solemn” manner. Its performance practice 

 sections with the enlargement of a basic melody through par- 
 Also during the Heian Period, the vocal genres saibara and  began to 

include the 
critical revision of the popular understanding of gagaku music as Japan’s “cultural legacy,” as a 

of Japanese identity provides a central subject of debate for current gagaku  

 
gagaku  

Music from the Tang-Court, 

  See the contributions to the round table “Gagaku and Studies on Gagaku  International 
gagaku in the Late Nine-

 “The 
gagaku.”
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The Reception of the  in Contemporary Music 

stand why the  (and, increasingly, the Chinese sheng
interculturally accentuated composition in the West and in Asia. It is hard to negate the aura of 
these instruments’ sound and it seems to be the ideal embodiment of the auratic component of 

music as the “bearer of familiar experiences of existential reality”  (it is no coincidence that 
one of the earliest new instruments, produced at the beginning of the nineteenth century on 
the model of the sheng

-
-

te-utsuri. A further characteristic is the high degree of fusion be- 
tween chord notes, due to the richness of overtones and the high register of the instrument. It is 
precisely these idiosyncratic properties of the  that pose extraordinary compositional chal-

theless, some fundamentally distinct approaches to these characteristics and the traditional 
contexts of the 

-

-

R1                                                          R2                                                              R4

L1                                                                         L2                                                L3                               L4 

L2

L3

L4

R4

R2

R1

L1

L
F#6

C6

F5
A4D5D6

A5

B5

C#6

Bb5

E6

B4
G#5 C#5

E5

F#5

G5
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Myth and Aura

gagaku
composers attracted by the  before this period 

gagaku as early 

Curlew River
the frame parts, the aura, structure, and function of  chords in , which are some-
times quoted verbatim. Sept Haïkaï
limits himself largely to a timbral reproduction of the  sound (eight solo violins imitate the 
chords of the -
tematic approach. gagaku piece Etenraku several times 

Telemusik
gagaku circuit,” a double 

ring modulation, to transform characteristic microtonal slides in gagaku melody by electronic  
means. Der Jahreslauf gagaku ensemble that was 
later included in Dienstag aus Licht and met with harsh criticism in Japan.

gagaku orchestra, augmented by bugaku dancers and 
the Buddhist chanting style  (

, hichiriki, , 
two  singers, -
nounced ritualistic character and incorporate the “stretched” concept of time of gagaku

special forms of notation in collaboration with the  singers.
gagaku music in general than on con-

cepts that place the  as a solo instrument at the center of the compositional interest.  
Distance for oboe and -

loistic treatment of the In an Autumn 
Garden gagaku orchestra and Ceremonial  

,  which were performed 

Britten and the Far East Neue Musik und Interkulturalität

Neue Musik und Interkulturalität
Neue Musik und Interkulturalität -

Telemusik
Neue Musik und Interkulturalität
Neue Musik und Interkulturalität

gagaku
gagaku ensemble could 

gagaku
Everett, “Mirrors of West and Mirrors of East” and Menzel, 

  See Burt, 
gagaku Tokyo 

Seeds of Contemplation (Mandala) New Seeds of Contemplation (Mandala) Garden at First 
Light Utsurohi , Utsurohi-Nagi -
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to the relationship between sound, breath, nature, and silence, as well as pointing to central 
ma, sawari, or principles of calligraphy, gardening, or landscape paint-

ing.  His characterization of the 

The mouth organ 

as the pattern of this music, is immersed in the chords of the aitake

 chords in gagaku the “mother’s womb” or the “mother’s chord” from 
which the lines of the hichiriki and  develop. -
ship of chord and line to cosmology and compares it to the relationship between humans and 

and draw directly on the gagaku
exclusively on this model of inhalation and exhalation. Particularly elementary in this regard, 

 solo 
-

chords reminiscent of the  introductory parts of aitake chords are 

kotsu, , and otsu
 chord 

an exact quotation of the bi ge chord with the pitches 

. Some more dissonant passages 

Birds Fragments II Birds Fragments III  and 
Birds Fragments IV Landscape V

Cloudscapes – Moonlight “Wie ein Atem im Lichte” Cloud and Light 
for Sakura für Otto Tomek for Two Japanese Folk Songs, arrangements for 

compare Distance Utsurohi and the Birds Fragments, In an Autumn Garden New Seeds of Contemplation 
(Mandala) and Garden at First Light, and Ceremonial Utsurohi-Nagi
Distance

Stille und Klang, Schatten und Licht.

aitake
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eventually lead to the remaining highest pitch F

Wie ein Atem im Lichte”  solo, opening

mere “decoration.” Above all, this appears to be a development of the early 2000s, as an analysis 
 Landscape V  and string 

of the ge and bi aitake

 in  theater

  Cloudscapes – Moonlight
Landscape V, in 

that it is much rougher and more dissonant.
Neue Musik und Interkulturalität

] 

bi]
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Landscape V  



298

-

of the intervening development can be consistently traced to the mother chord and reveals its 

aitake chord 
attained, embedded in a complex spectrum (and it hardly seems by chance that it is just that 
bi-aitake

 can develop considerable compo-
sitional density while also demonstrating the aesthetic pitfalls to which an unconditional 
surrender to the “

 in the penultimate scene of his “music 
with images” Das Mädchen mit den Schwefelhölzern

 with a seemingly contradic-

 occupies a dominant role in three pieces (played by Mayumi Miyata, who also 

the much-cited post-exotic Western fascination with Japan, but on the other hand, it may also 
achieve a hybrid in its sometimes abstruse mixture of shinto rituals, bathing culture, rebirth, 

 theater, and 

ity and resistance.”

From Myth to Myth Criticism

the  in a “critical” way, implicitly or explicitly. Klaus Huber’s black plaint  and 
percussion may perhaps go the furthest in terms of an organological “reinvention” of the in-

, such a 

Japanese music,” as it were
and exhalation are strongly related to a  chords were 

  .
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created by a permutative principle and are blended into one another using te-utsuri  

te-utsuri on four staves
tempo ( pianissimo, and the quasi-ritual conception of the drum part (the 
instruments include the shoko gong and the kakko coordinating drum from the  orchestra 
as well as the rin

barbarism of our century”
mourning poems from the oldest Japanese poetry anthology  (Collection of 10,000 

Black Rain (Kuroi 
ame
on the instruments and even carved into the stone slab. Clearly, the authority of the archaic is 

an explicit hybridization, but also with a clear recourse to mythologizing discourses.

black plaint 

An atmospheric archaism was also a promising middle ground for many Asian composers, as 

nationalist tendencies at arm’s length while retaining a degree of cultural and personal in-

Music of a Thousand Autumns
-
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 solo Palast des Schweigens
that the world of  had remained “strangely alien” to him, “perhaps because in the traditional 
music of Japan it musically traces phases of becoming and decaying – as if following nature. 

-
terventions.”
and intrusively charged” sounds in an attempt to “renounce” traditions. -
bler’s Christa Wolf opera CassandraComplex
sound in Palast des Schweigens are also to be understood as a musical correspondence to Wolf’s 

elements forms an important starting point for the conception. In ]LIFE[ , hichi-
riki (the short doubled-reed oboe that leads the  and 
hichiriki soloists alternately whisper fragments of Sappho, while the other instrument unfolds 

–A, to which later C  and G  are 
added, can be understood both in the context of  modality and as an allusion to archaic 

of dynamics are increasingly sought, culminating in a dense series of aitake chords at high vo-
aitake ku, otsu, , kotsu, and  (second version without F

the second system as well as the aitake ku hichiriki bi (with 
hichiriki line grows out of the last chord 

bright glass sounds. For the two closing aitake sounds in the , the hichiriki is pushed “beyond 
its limits.” In contrast to the uncompromising criticism of tradition in Palast des Schweigens, the 

which, of course, extends almost “shamanistically” and thus appears in a refracted form.

Czernowin’s Die Kreuzung
instrument”  out of an  mouth organ (a bass 
a double bass, the instruments being related to one another only as opposites and by the curious 

[Eine Kreuzung
and attraction results in a “net of impossible relationships between the micro and macro levels.”  

-

-
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]LIFE[
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dynamics (

-

between their contexts and, in this way, repeatedly tending toward leveling and neutralization.
 is attainable here only at the expense of a complete 

 In order to 
determine the selection of chords within the time windows, Cage started from a table of all 

repeated  and may contain aitake

notes indicating all individual notes and clusters (aitake
 

maintains a clear distance from traditional performance practice. Sounds and silences are 

form of myth negation -
-

 with 

– “[…] the mythology that in play was expelled as semblance is more than ever reproduced […].”

One9 is Two3  part of One9 Two4

for violin and , the 
One9 108

also mentions Cages Two4

Anarchic Societies of Sounds.

  Examples of aitake ku , 

Philosophy of New Music
hat.” Adorno, Philosophie der neuen Musik

-
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A probably more productive form of myth criticism via recourse to the physical-technical basics 
of Mimi no ho
for 

a historical reconstruction of tradition nor its negation, but the almost playful discovery of a  
 

nese instruments, but open up new possibilities of intercultural rapprochement, such as in the 
 and viola in Mimi no ho

sounding pipes of the -

model several times, each time setting it a little higher, but maintaining the “physical” distance 
Mimi no 

ho
two fundamentally independent textures, are superimposed in a mode of attentive listening 

-

Mimi no ho
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the viola follows the pitches of the 
in a concluding gesture, creating a model of 

subtle communication between the two soloists.
If in Mimi no ho the “organological” dimension of the instrument, its physical properties 

and their implied gestural performativity, is the starting point for overcoming its “canon,”  
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gagaku manuscripts.

playing logic increasingly lost in modern notation, -

researchers, among others, was that, in the context of early , the  was not required to 
play those contemplative sound surfaces of the interlacing chords aitake
today. Rather, together with the biwa, it was used as a melodic instrument and integrated into 
a heterophonic structure.  In addition, the melodies were supposedly played at a much faster 
tempo than today.

Gaku ka roku, 
Kofu ritsu ryokan 

among others, volumes 4 to 6 of the series Music from the Tang-Court -
 (Computerized Music for a Bodhi-

gagaku

  See, for example, the transcription of Sendai-en
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 is surely more than a mere historical reconstruction of the  style 

score (to which the second term of the title “rinzetsu” refers,  while  merely indicates the [G-]

ical scope of his references to southwest China. Here he refers to a tradition of the Chinese 
Miao minority,  possibly dating to an early historical period, in which the lusheng mouth organ 
is played by young men during courtship dances. It is no coincidence that this social practice 

 manuscripts here helps 
to reconstruct a  style in which the instrument shows a way of playing that has at best sur-
vived in the  introductions of the 

 lies in the fact that 
the authority of the archaic attributed to the , especially in the nineteenth and twentieth 
centuries, is overcome precisely by a meticulous, source-critical philological reconstruction 
of archaic 
refers above all to those improvisational parts of  performance that do not appear in the 

 for a long time.
“Music begins by doubting sounds”

and complexly transformative approach that the composer has developed on the subject of 

from any sort of pseudo-authentic historicism. Rather, his music permits the transformational 
and unpredictable on a large scale, which also manifests in the fact he gives much space to the 

***

-
-

rinzetsu refers to improvisa-
tional practices in the context of the historical gagaku

koto

  The lusheng hulusheng (among the Yi, Lahu, and other minorities 
sheng. 

khaen
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But not only that extensive reference to the canon and myth of the 
own music, produces a worldview, the term also applies to the myth-critical counter-positions 
described above, especially to those that implicitly pretend to have overcome the dimension of 

sounds in the attempt to escape the myth.
A way out of this polarization between a reproduction of canonized repertoire or mytho-

logical aura on the one hand, and the mythology of a “pure sound” on the other, is suggested 
 but nei-

 
gagaku repertoire since the mid-nineteenth century and its aestheticist essentialization. What 
is decisive, however, is that they allow this myth to be experienced in perspective, while deform- 

 in a 
“hypoleptic” manner. Perhaps this is a measure of intercultural composition as a whole, which 
is certainly attained by the following, more thoroughly discussed example of  reception.

2. The  as a Medium of Alterity and Self-Referentiality  
 in Helmut Lachenmann’s Music

Aura and Alterity

When the chords of the Japanese 
Das Mädchen mit den Schwefelhölzern  

Concertini  
-

hearing-in
-

unproblematic a few seconds earlier. When hearing-in, one questions the rules of this grammar, 

-

-

-
Aes-

thetics and Music
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“bearer of familiar experiences in existential reality,”  

and to overthrow them.”  It is thus central to this understanding that, on the basis of the prin-

 
continuity, and the categorial otherness of the newly emerging state can be experienced again 

concrete utopia of a “liberated perception.”

mediation presuppose the awareness and the possibility of musical self-referentiality, in which 
 So it 

is hardly coincidental that, in ’s  scene, the initially “solemnly” enacted 

only two quarters longer in length, in which the  is completely silent and which is dominated 
exclusively by “perforated” string sounds created by increased bowing pressure. Similarly, it 
can be argued that the music of this scene from the beginning is subjected to a double (cultural 

-

  Mersch, Ereignis und Aura Alterity and Transcendence.
  Mersch, Ereignis und Aura

Enigma.”
-

-

-
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-
mann has repeatedly implemented and developed in a wide variety of situations and with the 

gagaku 

sight, this assessment is supported by several statements made by the composer in recent  

assumption that the treatment of the  here is little more than a tried and tested means of 

merely serving as the negation of the negation of a sound ideal, which can be represented very 

he had resorted to the “scale” of the  not only in his “opera” but also at the end of his ensem-
Concertini,  implying that connections with traditional repertoire and the performance 

-
tural and narrative contexts in which the principles of alterity and self-referentiality, as well as 

 
and the ending of Concertini

“narrativity,” and “interculturality.”

Sound Organization

-

genres, style characteristics, pitch structural models, and music-theoretical fundamentals of 
tonal music – analogously to the “traditionalism” in the institutional contexts of his composing 

Match Girl
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composition.” -
niques of such a game of culturally familiar material layers, such as musical intervals ordered 

-

whose simple progression from calm to motion to calm, in addition to the acoustic transient-
decay process, also associates common “primordial models” of tonality, as developed, among 

 In contrast to the monistic concept of tonali-

of reference and thus the imaginary “middle ground” from which movement emerges, and to 

-

 Die Lehre von der musikalischen Komposition
Grundlagen des linearen Kontrapunkts

leading tone B.

Etenraku 
Das Mädchen mit den Schwefelhölzern, 

scene 23: 
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In the  scene, one of these systems of reference is undoubtedly the instrument itself, 
whose uniqueness is underlined not least by the fact that it does not appear once in any of the 

as in the  repertoire of gagaku  
acteristic of the  to the listener’s awareness – its ability to create an uninterrupted sound 

particular by the soloistic vocal parts.
te-utsuri -

ling and exhaling (ikigahe
 part from the most famous  piece – Eten-

raku
principle the successive addition or removal of individual tones during the swelling and decay 

 phrasing thus here form a double co-

While the changes of color – and thus the chords – in  are intimately connected with 
-

te-utsuri-change seems to emerge from this haptic 

otsu- - -ge-otsu from 
Etenraku

for a similarly radical change in the playing habits of the Japanese instrument as he usually 

the structural basis for the aitake  sounds in 

quintal-quartal structures even allow a purely pentatonic chord to emerge that can be regar-
ded as a slightly “compressed” variant of the -aitake

-G -B-C -aitake
-

-

Etenraku
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forated sounds,” which entirely dispenses with the sound of the 

In addition, one can detect formations of interval structure in the  chords and in the or-
 such as triadic 

 

aitake
example, continuous interval sequences are found in the chord ge bi 

hi
triads superimposed by seconds are contained in the chords hi -

 In 

 and is to be understood as complex, quasi-spectral extension of the 

Himmelfahrt
Epilog 

 

-

 
iated (G -A -A

probably the most conspicuous interval from the beginning, since the second  phrase enters 

A

 

  Lachenmann, “A Musical Plot,” 16 (see the section Narrativity

Das Mädchen mit den Schwefelhölzern, scene 23: 
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0   2    3  4   7          0   1   3   6   7   9                                                                               0   1    2   6   7

0     2      4     7     9                           0     1    2                                 0    1     2     5

0    1   5                           0   1   3   5  6                   0   1    4   6         0   2   4    6    9                                0  2    4  5   8

0     1    3      4      7     8                   0   1    3    4   7    8                 0   1     4    5    6    8                    0   1   3   6   8   9    

0   1    5                                               0   1     2   6   7                       0   1    3     6   7    9                   0   1     4   6    9

0   1  2   4   6   8         0    1   4  6   8             0   1   2   3  4            0  1   3  4   6  7                                   0   1   2   4   6  8    
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remains as a reference pitch over 20 measures and frames a series of descending interval 

the  

ward in a cyclical sequence twice at the beginning, before the intervals gradually decrease, 
1-C 2. 

  
 
-

ing to the score are to be “exactly synchronized with the 
’s six-note 

and the second six-note chord of the  
pressed variant of this interval chain (2 2 vs. 4 4

’s harmony.

-

Das Mädchen mit den Schwefelhölzern, scene 23:  
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Himmelfahrt, 

fourth B

Das Mädchen mit den Schwefelhölzern, scene 23: , 
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of the 

(B
(B
all pitched sound passing completely into noise. Consequently, the next triad impulse of the 

A
temple bells (rin
triads of the 

 
enth seems to react to this new sonority with sharper second- and  

  The resonances through continuous circular rubbing of the rin Air for a 

(   )
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echoing the three large “Ritsch”

the fourth C -
-

rence pitch, leads to a quasi-symmetrical 
analogous to the eleventh 

ppp -
-

tative structure designed by mechanical means.

resolution function in relation to the opening octave C

the  
ward direction of the Ascension

 reaches its imaginary center and thus places 

-
chestral-vocal constellations and timbres throughout the entire opera. Of the four scenes entitled Ritsch  
Ritsch 2 “gedeckter Tisch / Hauswand 3” 

Das Mädchen mit den Schwefelhölzern, scene 23:  
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fold references to musical layers that form the traditional context of the  introduce an ele-
ment of categorial, cultural alterity, the music of this scene simultaneously remains under-
standable also as a phenomenon of “cultural self-referentiality,” considering the deformations 

’s sound processes, which are generally characteristic 

-
dential sound” can be decisive not only in the compositional microstructure, but also for large-
scale formal trajectories.

last three scenes of , which allow us to interpret this series of scenes as a 

“elevated” sound magic and an extremely barren “toneless” – or at least “pitchless” – environ-

diversity of sounds in this “opera” once again in condensed form.
Concertini

-

Concertini
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-
ly to the formal model of the Little Match Girl
ing about a quarter of the total duration, characterized by a distinctly slower tempo (
than the basic tempo that initially dominated for a long time (

statement that the “tone scale” of the 
-

fortissimo (mm. 
-C -G  and inter-

sound – is built around a quartal chord (G -C -F

is illuminated by various components in a constantly changing “crypto-tonally” shaded man-

-

either to Concertini

-
mations, such that the “cadencing” sounds redeem something that the more complex processes 

-
sient decay model of the cadential sound or -

sounds are indeed based on the “tone scale” of the Japanese instrument (although, of course, 

playable, such that a “utopian” 
Concertini

Little Match Girl
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Split Sound and Structural Sound

Concertini certainly appears most 
strongly in the last chord. In this twelve-voice sound played by wind instruments, consisting 

-
ordinarily complex sound spectrum composed of clusters of strings interleaved with the wind 

Concertini
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Here a sone-based spectral analysis  will be used to gain a deeper insight into the relationship 
between the sound of the Concertini. In the spectrum 
of the traditional  chord 

of blending, which can be partly explained by the tendency of the Pythagorean tuning of the 

individual sound components owing to the strong presence of partials in relation to the fun-
damental pitches.

Concertini
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-

reveal – in contrast to the  chord – a spectrum dominated by the lower fundamental pitches 

-
viations in the individual spectral components, seems to indicate a more precise intonation. In 
addition, the stronger dynamic contrasts within the chord in the Klangforum recording are 

-

dynamics of the pitches are more balanced here.

  Helmut Lachenmann, Concertini -

Concertini

spectrum Ensemble Modern

spectrum Klangforum Wien

fundamentals
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oboes in the high position bring out the fundamental tones. As with the 
-

If we now try to evaluate the results of the spectral analysis with some caution from the 

characteristics of the traditional  chord, in which the intensity of the partials contributes to 
-

its internal structure shows essential characteristics of a “split sound” or “structural sound.”  

into a “global” mode, an oscillation between such a global impression and the singling out of 
individual components seems to be a perfectly plausible description of the auditory process 

sounds can easily merge into one another, “tilt” into the other state.

Albert Bregman’s , one could argue that a “natural assignment,” in which 

 

disappeared in the global sound event, the “texture.”
It should be pointed out that the technical method of rationalized analytical methodolo-

 
-

mann’s conviction that musical sound to a considerable degree unfolds “magic” and leads to a 

-

Concertini chord.

-
-

model (

  Bregman, Auditory Scene Analysis



328

Temporal Sections

-

-

able aid to understanding the most important structures and technical principles.

-
gation of regular, automated structures that are the exact opposite of a common concept of 

an “almost complete pre-ordering of the material” and, on the other hand, includes the option 
of “freely editing all parts of a composition.”

created preconditions.
 and Concertini are based on struc-

tural grids and preformed material. Although the following considerations cannot document 

-

of the  scene from 
shows proportions organized on the basis of the Fibonacci series or the Golden Section.  For 

 

’s 

  Cavallotti, 

at the end of Mouvement (– vor der Erstarrung) 
  

 and Baltensperger, Iannis Xenakis.
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19.5

However consciously such time relationships may be constructed, they always create a  

open up wide-ranging “lingering” sound states of the orchestra (here, the length of these orches-
tral “echoes” clearly outweighs the  sound 

 in 
the foreground. In addition, the time-span organization reveals an analogy between the quasi-

measures 508 510 511 515 516 535 540 541 544 557 565 567 570 578

 sound 

echoes (x)

1 x 2 x 3a 
(516)

3b 
(518.3)

3c 
(532.4)

x 4 x 5 x 6 x 7 x

durations 
(quarters)

12 [8] 8 [4] 20 [16] 4 76 [10-57-9] 20 4 12 52 32 8 12 32 20

durations 
(quarters)

20 [12] 24 [20] 96 16 84 20 52

micro-
formal 
phases  

3 [2] 2 [1] 5 [4] 1 19 [3-14-2] 5 1 3 13 8 2 3 8 5

5 [3] 6 [5] 24 4 21 5 13

5 25 5 25 18

13.5 {5-8.5 } 21.5 {16.5-5 } 25 18

measures 583 586 588 590 593 598 600 608 622 625 626 631 639 640 645

 sound 
 

echoes (x)
8 x 9 x 10 x 11 x 12 x 13 x 14 x 15

durations 
(quarters)

12 8 8 12 20 8 32 78  
[32-14-15 9-8]

12 4 20 32 4 20 8

durations 
(quarters)

20 20 28 110 16 52 24 8

microfor-
mal phases  

3 2 2 3 5 2 8 19.5 3 1 5 8 1 5 2

5 5 7 27.5 4 13 6 2

25 19.5 25

25 19.5 4 21

Das Mädchen mit den Schwefelhölzern,  
scene 23: 
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their durations.
could be prescribed to designate the points of contemplation that the composer has described as 

Himmelfahrt -

the scene toward the momentum of the echoes and their emancipation from the 
-

approach applicable to further interpret this scene in its larger context is the connection be- 
tween a “saturated” listening situation, in which the expectation of change in the musical 
structure becomes increasingly “urgent” due to a permanently evaded closure, and the expe-
rience of musical coherence as developed in the music-theoretical discourse on expectancy and 
implication.

 

Emotion and Mean-
ing in Music

1 2 3 4 5 6 7 8

measures 666-673 674-689 690-698

number of 
measures

4 10 11 9 3

durations 
(quarters)

16 28 48 36 12

microformal 
phases 
(=dura-

4 7 12 9 3

25.75 [28.625] 4 21 7 21 3

25.75 25 7 24

25.75 [28.625] 4 49 3

Concertini



IV. The  Context 331

Concertini one could probably develop a similar argument. Here, too, 

4–21–7–21–3 

4–21–7[4+3]–21–3

Concertini
 up to the “toneless” barren-

ness of the epilogue prevents a stabilization of the musical structure from the outset.

Narrativity

Little Match Girl -
tion of musical processes, references to the underlying texts of Hans Christian Andersen, Gud-

especially instrumental music, might perform narrative functions or in which cases it is ap-

-

-
-

Her grandmother had never appeared 
so large, so beautiful”

-

-
-
-

(‘Die Großmutter 
war noch nie so schön, so groß gewesen.’)
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-
tening guide” seems to suggest rather unambiguous assignments, this fundamental ambigui-

compositionally deconstructed by what the composer has called musique concrète instrumentale, 
-

sition.  Similarly, the semantic character of the music may be deconstructed by means of the 

there is no contradiction between the demand for structurally oriented listening and the ex-
-

rected listening, that is, an observing perception of the immediate sounds and the connections 
acting in them, is connected to internal images and sensations that by no means distract from 
that observation process, but remain inseparably connected to it and even lend it a special char-
acteristic intensity.” -
nal quality and symbolism of body gestures and movements, such as trembling or the igniting 
of a match, are of particular importance, since they converge with a repertoire of noise sounds 

prose in the “Musical Plot” and the demand for an openness to pictorial associations could be 

 coincides with the arrival of the little 

“‘comfortless’ medium of the transcendent,” then “returning seamless[ly]” to the “cold morning 

-
cretize the celestial as a musica coelestis or musica mundana, which earlier music theory consider-
ed largely inaudible, but not actually sonically realizable. As outlined above, the , already 
in its earlier form as the Chinese sheng, was associated with the mythical phoenix owing to 

 repertoire piece Etenraku, literally “music of heaven.” Moreover, due to its high position 
and overtone-rich, strongly fused sonority, it seems predestined for such a musical-narrative 

Das Mädchen

“structurality,” it refutes the obvious assumption that it is only an easily accessible means of 

concrète instrumentale.”

-

Sound Organization
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struction-based “celestial mechanics.”

“Japanese” harmonies. Analogously to the course of Andersen’s narrative structure, this harmo-
nization of opposites seems to appear only temporarily intact, designed as pure hallucination, 

little girl’s corpse, understood as an indictment not only of the society that shares responsibility 
for her death, but also of those who delight in the sentimentality of this image, appears to result 
in questions that cannot be answered by the hybrid sound formations of the 
even argue that this scene completely fails in its futile attempt to conjure up an “idyll.”

 sound re-
that updates the topos of spa-

perhaps most prominently in Gustav Mahler’s music. In Concertini and its spatial disposition, 
in which the ensemble of soloists is placed around the audience in six heterogeneous groups, 
this topos becomes a basic element of the temporal-spatial narrative. Proximity and distance 
are here not only a question of individual listening position, but inscribed in extremely sharp 

-

up the narrative thread of the from the Little Match Girl’s ending, the topos of distance is  
formed into presence, an experienced moment. In its “utopian” harmony there is an inherent 

-
-

tivity reveals its ambiguity, especially in its open endings.

Interculturality

alizes the simultaneity of an “irrupting” auratic alterity and dialectical mediation in the overall 
context in terms of compositional technique and aesthetics. With regard to the cultural con-

 sounds, I have repeatedly referred to their “dou-
ble coding,” which evades simplistic culturalist assignments (in the sense, for example, that the 

complex picture emerging from this interpretive model ultimately also raises questions about 
the historicity of the soloistic instrument and its repertoire.

created conventions, automatisms, and structural plans presupposes a comprehensive criti-
que of the notion of structure, a substantial parallel to the philosophical poststructuralism of 

 It is therefore not surprising that the term “inter-

  Cavallotti, .
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touched, “fresh,” even “authentic” sources of fascination of “other,” non-European or non-Central 

accessible artifacts, in the musical request program on the radio.

-

-
-
-

sic

-

-

-
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a leap beyond one’s own horizon – in a compositional-existential way in intercultural process-

contrast, in his conceptualization of the -

-

approach with other compositions in which far stronger interventions are made in the ’s 
peculiar sound space, for example in Chaya Czernowin’s trio Die Kreuzung 
the cultural identity of all instruments is reduced to a minimum through noise structures and 
great virtuosity in order to implicitly point at the “gap” between their traditional contexts, or 
in Gene Coleman’s Yago for , hichiriki, , saxophone quartet, live electronics and video 

 and the other gagaku instruments are integrated into semi-improvisa-

method of sonic alienation – try to shatter the myth of the instrument in almost didactic clari-

 If the problematic his-

especially connections between philosophical rhetoric, nationalism, and militarism during the 
Second World War period,

 successful-

element seems to be a hitherto seldom discussed connection between the Kyoto school’s and 
-

ception.”

What the Japanese call mono no aware

 

Rude Awakenings.

  Nishitani, Religion and Nothingness





V. New Music and Beyond: Music-Historical  
 and Cultural Entanglements

 

Beside the inevitable confrontation with cultural essentialism, questions of political and social 
function and communicability of new music are foregrounded along with aspects that have not 

-

much-discussed Piano Concerto. All three parts might also be understood as case studies for 
an entangled transnational music history as discussed in Chapter II.1.

1. The Rediscovery of Presence: Intercultural Passages    
 Through Vocal Spaces Between Speech and Song

The Voice in Twentieth- and Twenty-First Century Music

the human voice has always been a crucial hinge between musical and social, spiritual, reli-
gious experience. It has also been a medium of sound that from the beginning was considered 
highly capable of communicating meanings, ideas, and ideologies. Researchers of evolution-
ary musicology and linguistic anthropologists have suggested that human language originated 
from symbolic patterns of vocalization and singing. A naive genealogy that attributes speech 

-
construction of Jean-Jacques Rousseau’s 
and singing have always already deviated from each other.

  Derrida, Of Grammatology Essai
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If one considers anthropological theses about the origin of language through the formation 
of semiotic patterns in archaic vocal music, however,  it also becomes apparent that, on the one 
hand, a complete “desemanticization” of the human voice, as was sometimes rigorously sought 

forms of organization of language, such as the standardized voices of newsreaders, contain a 
subversive, sonically autonomous element that cannot be grasped using structural-syntactic 

to stress this autonomy of vocal sonority – the voice is embedded in structural and cultural 
-

If the level of musical globalization comes into view regarding such ambiguity, under-

convergences or hybridizations as well as the articulation of local, regional, or national iden-
tities.  Furthermore, it has become clear in the extensive studies on the aesthetics and cultur-
al history of the voice in recent years  that collective models of voice use and articulation are 

musical training, so that it seems impossible to separate or isolate them. Indeed, it is precisely 
the pluralistic variety of vocal characters and techniques that enables storytellers, singers of 
traditional narrative genres, opera singers, avant-garde vocalists, or theater actors to switch 

“role play,” deep psychological approaches aim at a “liberation” of the voice from the formalized 

Alfred Wolfsohn and Roy Hart

Maybe it was precisely this tendency toward more or less subconscious articulation of a not 
only culturally but also historically “charged” sonority of human singing voices that, in twen-
tieth-century music, temporarily led to a widespread eschewal of the vocal element – a point 

-

Vocal Music and Contemporary Identities.
  See among others Potter, Vocal Authority Stimme und Sprechkünste im 20. Jahrhundert

Stimme , Felderer, Phonorama, Dolar, A  
Voice and Nothing More, Cavarero, For More than One Voice, and Anhalt, Alternative Voices.

  See Peters, Wege zur Stimme.
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-

Where the voice did appear, it was sometimes approached radically in an instrumental idiom, 

such as Pierre Boulez’s Le marteau sans maître Il canto sospeso 

Das Mädchen mit den Schwe-
felhölzern

-

 

 
The Little Match Girl

-
chenmann, compared to instrumental music, vocal music particularly relies on such gestures 

-

Das Mädchen mit den Schwefelhölzern 

-
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understood the voice as physical materiality that is made to sound on the basis of an anti-rhe-
torical “breathing syntax”  whereby the instrumental approach of the musique concrète instru-
mentale is transferred to the vocal medium.

-
tal music in the nineteenth century or are thought of in combination with the radical criticism 

Erwartung glossolalie -
poser made a fully-notated performance score, 
that threaten the credibility of the language-character of music, and with it the presence of the 

 In Erwartung or 
glossolalie, neither the performer’s nor the composer’s voice communicates a stable identity any 

clearly shown by their non-linear, anti-narrative formal design.

not necessarily act as a medium for the articulation of linear and meaningful expressive con-

seemed to be meaningless. Also in music composed outside of Western contexts, the vocal ele-

Cold War aesthetics, in which the enthusiastic endorsement of vocal music during the prewar 
 Moreover, instru-

-
cidence that – contrary to this tendency – in what was perhaps the most important period of 
Asian music in the twentieth century – the emergence of young Chinese composers since the 

 In the space between the vocal 

  See ibid.

  See Abbate, Unsung Voices

Gagok  and Memory 
Memory

Neue Musik und Interkulturalität

example in Voices Coming Toi Utterance
Neue Musik und Interkulturalität
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modernism represented by Schoenberg’s Pierrot lunaire
ervoir of Chinese local and national vocal genres, a “third space” with great potential opened 

ethnomusicology
dynamics, and register changes that constitute an individual vocal sound can hardly ever be 
recorded in notation without omissions. In new music, this resulted on the one hand in over-
determined forms of notation, which, as in the aesthetics of Brian Ferneyhough, were some-

the notational complexity.

-

peculiar vocal colors and possibilities of the singers led in many cases to particularly strongly 
Eight Songs for a Mad King 

Cathy Berberian, including John Cage’s Aria Sequenza III -
berian’s Canti 
del Capricorno  of the 
Canti, also adding connections to traditional Japanese vocal practices.  In several cases, such 

a “co-composer.”  In the globalized context, such close collaborations between composer and 

global connectivity.

  See Nettl, The Study of Ethnomusicology

 

Voce come gesto

-

See also Tomlinson, Globalization and Culture
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Articulation and Codification of the Voice:  
Thresholds and Interactions Between Speech and Song

Analogously to the limitations of vocal notation, it was shown that even a tool designed as uni-
 

entiation, ultimately cannot capture many phonetic structures, for example, where a voice grad- 
 An interculturally accentuat-

and sound. Indeed, it is the transitional areas between established vocal categories and vocal 

point of particular importance for vocal music of the most varied historical and cultural pro-

ing and singing voices are traced below using selected case examples from Japanese, Chinese, 

question the relationship between voice and musical meaning, whereby structural and socio-
-

voice “articulates” itself as an independent “agent” in a musical context where the vocal sound 
forms an autonomous psychophysical presence, while it might at the same time appear as one  

those sound-immanent and language-discursive means for the constitution of cultural and 
historical “codes” in which a vocal sound is received and understood.

 
ously universalist manner, based on a very wide number of traditional and new singing and 

wangka 
táwi tí:ngava (“announcing,” a chant 

koorero karakia
waiata haka

-
The Arcades Project (Das Passagen-Werk
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Sprechstimme
within this sociologically and geographically exceptionally broad spectrum naturally leads to 
the question of how far the “technical” aspects of the voices gathered here can be isolated from 
the sociocultural conditions of their production and their emic concepts – a familiar argument 

of this map must certainly be limited to the “technical” dimension, which should not prevent 

-
Sprechstimme

In contrast, pitch organization in the form of monotone recitation is increasingly narrowed 

intonation/range: expansion   reduction 
 
pitch:   SPEECH 

      

instability 
 
     

 

  
 
 

  
 

 

 
[Intonational 
Recitation]   

       
          [Recitation]  

   

 

  

 

   
 

     

 

       

 

 

 
 
  

  

            

       

  

 
 
 

 

 

 
[Intonational 
Chant]   

             [Chant] 
 
 

 
 

 
stability        

 
     SONG   

reduction of 
intonation 

expansion of 
intonation 

stability 
of pitch 

expansion of 
scalar structure 

1 

3 

2 

4 
5 

6 

7 

8 9 10 

5SPRECHSTIMME MONOTONE 
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-
terized by repetitions of sound, such as the parlando
of the pitch or an expansion of scalar structures then leads to forms that are generally referred 
to as “singing.”

-

(epic narra-
tive singing accompanied by the lute biwa (vocal style accompanying the puppet 
theater bunraku (archaic music theater employing male voices exclusively in both solo and 

three-level typology based on research by Kenji Hirano on katarimono, an umbrella term for 
language-oriented traditional Japanese vocal genres.  Hirano distinguishes between  

 (syllabic recitation at regular time 
 (recitation tending to-

ward singing, employing changing time intervals, with sustained notes alternating with faster 

their assignment to the three categories is somewhat arbitrary, especially in  and 

 
al factors such as the aural conventions of the respective schools. -

shirakoe, kudoki, piece Suzuki, one can 
recognize the three categories , , and  in a relatively pure form.

 are generally referred to as  (alteration, 
as senritsukei

context, these terms may designate vocal techniques in the narrower sense but also melodic 
contours, lines, or even certain individual pitches.   includes particularly nume-
rous transitory styles that are used to switch between the main styles kotoba iro (reci-

ji kotoba-nori, ji iro, or kakari

complexity that is inwardly connected to the process of oral transmission.

katarimono.”
The Tale of the 

Heike” and Yamada, “ : Music of the bunraku Puppet Theatre.”
The Tale of the Heike onsetsu

stead of kyokusetsu -Abschnitte im heikyoku
  Yamada, “ : Music of the bunraku

kyokusetsu
senritsukei

  “All katarimono

Narrative Traditions of Blind Biwa
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Hirano particularly highlights the intersections and transitions between the three main ca-
tegories, which show a tendency toward hybrid formation. For example, a kotoba recitation in 

 can tend to stabilize pitches in the manner of  practice, motivated by drama-
hiroi technique in , in turn, can be extended 

both to the regions of  and . Furthermore, as both traditions are transmitted orally, 
-

criteria of transformation between speech and song inherent to many elaborate vocal styles. 

Fragmentation and Montage ( , Tan Dun, Schoenberg)

A detailed analysis of a section from  will initially show how its “hybrid formation” 
of vocalizations is achieved practically. 
genre  used in Japanese bunraku

particularly vivid passages to other types of vocal articulation.  is performed by 
a reciter ( futozao shamisen (a bass 
shamisen, usually tuned in  acts as the 
narrator of the story and simultaneously lends his voice to all puppet characters acting on the 
stage. His vocal timbre is based on a strong chest voice and diaphragmatic breathing and is of a 
rough and throaty quality, which is guided by the aesthetic ideal ibushi  and closely 

sawari timbre of the futozao shamisen shamisen contributes to the 

Bunraku

[shirakoe]

[kudoki]

Suzuki 
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bridging gaps between sections with solo melodies (
reciter’s vocal character can only inadequately be inferred from the sparse original notation, 
which merely consists of a few instructions noted down in the 
column with the lyrics.

Yama no dan (Mountain 

bunraku  
, in that the vocal 

-

  See Yamada, “ : Music of the bunraku 
 

Imoseyama onna teikin (Mount Imo and Mount Se. A Parable of 
Yama no dan
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sage belonging to the overarching category ji
nagaji, which symbolizes elegance, and is subdivided by 

 

kami  
 

iro

kotoba
technique kakari ji. 

of vocal delivery are thus not synchronized with the narrative-dramatic sectional structure of 
the text.

and at the same time with great variability, whereby pitch, timbre, and the interaction between 

ji
stylized speech (in Hirano’s terms, it is a mixture of  and 
passages (kotoba  and 

-
coded in these gradations. We therefore cannot reduce the complex relationships between me-
lodic form, melodic patterns, the meaning of the words, and the phonetic structure to simple 

-
mation in the notation is formed by the reciter and the singular timbre of his voice into a strong 
vocal presence whose fragmentary microstructure is shaped into an ever-changing continuum.

types can be found in numerous Asian dramatic and narrative genres, though only a few show 
a degree of fragmentation in the microstructure similar to -

jingju
sangzi changbai

-
ques of vocal production are used for all types of vocal performance, there is no feeling that a 

smooth transition from speech to song and vice versa [is achieved], contributing to the unity 
of a whole play.’”

Starting with the early Fu, Fu, Fu Nine Songs -

  Wichmann, Listening to Theatre
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-
tion was Silk Road

cross-shaped noteheads and notated in chromatic pitch degrees.
 

lines whose shapes are precisely prescribed, the falsetto and breast voice constantly merging 
into one another, as is characteristic of the 

relative pitches in  follow the conventions of 
-

 In 
 

bergian speech voice style and the glissando-laden  style, which is only roughly designed 
melodically according to registers, are combined in a way that minimizes their conceptual dif-

a constant timbre.

Silk Road -
Neue Musik und Interkulturalität

  Wichmann, Listening to Theatre

Silk Road
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In his opera Marco Polo  style much more ex-
tensively and, in this context, expanded the concept of stylistically hybrid voices suggested in 
Silk Road

symbolism of the Water-role in the opera as a mediator between geographical areas (water as 
-

Marco Polo refers to the 

sound production – head (tou fu wei -
nal sounds of the Chinese syllable,

 

( nianbai
songs ( -

essentially informed by Asian singing traditions,  so that the structural analytical impression 
of hybridity to some degree appears questionable in the result.

Marco Polo. An Opera within an Opera, Scene Sea  

Neue Musik und Interkulturalität, 
  Vgl. Tan Dun, Marco Polo: An Opera within an Opera



351

this perspective can be further condensed if one includes a historical dimension that, for 

-
ry – Arnold Schoenberg’s Sprechstimme, as introduced by the composer in Pierrot lunaire

Sprechstimme as hybrid, as a montage from frag-

sources,  including post-Wagnerian styles of vocal declamation, for example in Hugo Wolf’s 
songs Sprechgesang, as well as contem-
porary forms of heightened speech in theater and literature, prominently embodied in Karl 
Kraus’s readings or in the speech art of the legendary Burgtheater actor Josef Kainz, in which 
the melodic ambitus was stretched far beyond what is common today.
Sprechstimme concept in Pierrot lunaire

 the soloist in the premiere 
of Pierrot lunaire

this “freedom.” It is clear, however, that Schoenberg wanted to go beyond a simple imitation 
-

ted that the vocal performer “must always be on guard against falling into a ‘singing’ manner 
of speech,” -
mances following the premiere.

Pierrot can be traced not only in 

Pierrot (
the general Sprechstimme as employed in all movements of the cycle, no less than six other dif-

 (whis- 
tonlos gesprochen mit Ton gesprochen

halb gesungen gesungen

xipi and erhuang
provinces of Anhui and Hubei. See Li, The Soul of Beijing Opera Die Musik der Peking-Oper, and 

The Rise of the Peking Opera 1770–1870.

Stimme und Sprechkünste im 20. Jahrhundert -
Pierrot lunaire Pierrot lunaire.”

Pierrot lunaire Als Bürger leben, 
als Halbgott sprechen.

Die Grundlagen künstlerischen Sprechens und Singens.

Pierrot lunaire Als Bürger leben, als 
Halbgott sprechen

Stimme und Sprechkünste im 20. Jahrhundert
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 While this on the one 

particular importance to Schoenberg, I would suggest that the continuous change between 
Sprechstimme here only prescribes a performance practice in particular 

interpretation of the Sprechstimme in Pierrot lunaire
the performance of the vocal part in the score, to which he added further, no less contradictory, 

passage for the collaboration 
between the composer and the vocal soloist. He consistently notated clear chromatic levels for 
the Sprechstimme but at the same time – also in performances he directed himself – apparently 

-

  Four times it is a short “sung” phrase (gesungen gesprochen (spo-
Eine blasse Wäscherin Die Nacht Gebet an Pierrot

Rote Messe Raub tonlos 
ton 

Pierrot lunaire  
Der Dandy
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therefore neither be described as a license for “self-assumed musical reciters” nor as an unam-

singing Schoenberg also opened one between writing and orality. His concept of Sprechstimme 
“resists the view of music as solely the composer’s sound which needs to be reproduced by pas-
sive performers”  and thus opens a space of negotiation between notation and orality, between 
compositional intentionality and performative presence.

Pierrot lunaire in which the voice moves to extreme registers, 
such as in some phrases of Nacht

Die Kreuze
within a structural cross symbolism. In these moments, the ecstatic potential of the voice can 
be experienced abruptly, it transcends the meaning of the word just as it goes beyond a simple 
illustration of rhythmized text declamation.  Indeed, it is probably these moments when the 
fragmentary microstructure is most sustainably absorbed in the presence of the voice and can 

the voice in . In all the examples discussed so far, there is this tension between 
fragmentation, particularity, a tendency to disintegrate into individual articulations and their 
connection in the act of an overarching vocal representation by the performer.

Incantation, Prosody, Ritual (Shimoyama, Takahashi, Peri, Sciarrino)

Such moments of vocal presence, immediacy, even ecstasy, were exploited most extensively 

“psychoanalytic” and ritualistic approaches, and it is hardly coincidental that the attraction of 
the voice’s presence resulted from the extreme fragmentation or parameterization in serial and 
postserial music. 

Pierrot lunaire
the vocal part in Pierrot should respect the notated pitches or not, a broad discussion has continued for de- 

 

most important criterion for a good performance of Pierrot lunaire
Pierrot lunaire -

Pierrot lunaire 
Stimme und Sprechkünste im 20. Jahrhundert -

Pierrot lunaire,” 4.6.
Sprechgesang

Sprechstimme
manner, and the musical result is “alienated” through structural procedures such as reversal or octave trans-

Pierrot
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cussed so far -

anese composers have responded to the simplistic combinations of “Western” structure and 
“Japanese” color, as sought in some parts of Japanese postwar music, by turning to ritualistic 
simplicity (

be found in  or 
in which the textual meaning dissolves into auratically conceptualized sequences of sounds.  
Shimoyama explains that the meaning of these texts, if they can be reconstructed at all, has 
no relevance for his compositions.  Rather, he focuses on the magical implications of indivi-

dialect of his home prefecture Aomori and also in the vocal aesthetics of the narrative genre 
tsugaru-jamisen, -
cal dimensions of words and phonemes in this genre and in the ancient 

, as well as in  singing.
His Monolog shamisen Breath for 

-
tioned above, is noted for her performance and co-creation of Scelsi’s Canti del Capricorno

Monolog -
ments are arranged around this reference model, which deepen into the auratic qualities of in-
dividual phonemes and describe interrelations between voice and instrument as familiar from 

 play Funa Benkei

Breath introduces a “multiplication” of Hirayama’s voice into three parts, two of which were 
pre-recorded by the soloist.  pieces 

Atumori

  See Groemer, The Spirit of Tsugaru.
  Breath -
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crescendo [a], also occurring in a whispered variant [b] and in a variant with “pressed” voice [c], 
which Shimoyama associates with  but in the score refers to with the (original 

with “larynx articulation” [d], which can be seen as a much slower variant of the  model, 
as well as mixed polyphonic textures [e] that also contain vocal inserts by the instrumentalists, 
comparable to the kakegoe-calls of the drummers in  theater.

examples of an anti-essentialist approach to traditional Asian musical practices, informed by 
. Unebi- 

 
vocal practices in shamanistic genres. Although there are still a few female shamans ( fujo -

istic music from Southeast Asian regions, particularly to “hidden traditions” that are hardly 

katsu

Monolog 
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Breath
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one of his main sources.  
-

China.
argues that, based on iconographic evidence, it may have been used in shamanistic rituals.  

.

strings, with the repeated patterns enhancing the impression of ritual music.

-
nous orang asli Orang Asli

Reconstructed Music Instruments of Ancient East Asia
Astray Among Decayed Strings
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for a voice that combines “muttering” (
on the Japanese creation story Kojiki

wakauta, songs that handed down oracles 
sung by young virgins who warned of political crises.
wife of the mythical emperor Jinmu.

  Ibid., 11.

Kojiki kataribe and is considered the origin of the 
Japanese katarimono

, omoro kata-
rimono

Unebiyama
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music for instruments is usually recorded in a form of tablature that indicates the position of 

ics, the notation of vocal music is based on gestural analogies between writing and sound as 
in the notation forms hakase (e.g., in the Buddhist chant gomaten (in  

which the sounds are continuously “stretched” over time, compared to the more spatial, punc-

-

linguistic articulation or corresponding forms of notation in traditional Japanese music.

degrees of vocal pitch determination from linguistic particularities can be observed. In his pre-
face to 
in the nuove musiche

-
thius adopted it from Aristoxenus’s Elementa Harmonica, while describing a mixed type of vocal 
articulation for the presentation of “heroic poems.”  Peri developed a theory of Italian speech 

whereby clearly intoned speech sounds were assigned to a consonance or a change of harmony, 
whereas the syllables in between could be free and independent of the bass part.

An intercultural passage can therefore by opened in relating to the spatial characteristic of 

Euridice are not merely constructed according to the 

theory of vocal style, as documented in the dedication of his 

Astray Among Decayed Strings, 11 (English translation based on A Waka Anthology The Gem-
Glistening Cup

al Japanese music see Malm, Traditional Japanese Music.
  See Palisca, Studies in the History of Italian Music and Music Theory
  See ibid., 460.
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Nuove musiche -
ness of these phrases, sprezzatura
negligence that I valued as having a noble quality, for it seemed to me that with it I approached 
natural speech that much more.”

-
-

Caccini consistently applied the term “sprezzatura” to the execution of these “passagi” and no 

Sprezzatura 

 

 

notes, should not be rendered precisely and need not be equally tempered, meaning that “the 

Luci mie 
traditrici

clearly recognizable. In fact, the formal process of the entire opera can be seen as an increasing 

Articulation – Codification – Presence – Passage

-

and cultural conditions – are organized in a related manner and performatively transformed 
into a presence of the voice. Finally, three main threads of this discussion will now be high-

  Giulio Caccini, L’Euridice composta in musica in stile rappresentativo

  Giulio Caccini, Nuove musiche e nuova maniera di scribere
  Sciarrino and Petazzi,  
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1. In a wide variety of contexts, types of vocal music can be found that tend to hybridize an  
abundance of fragmentary individual articulations. It is therefore logical that the role of the 
performer becomes central, for it is only in the act of vocal execution that it becomes pos- 
sible to form an overarching musical meaning from this fragmented material. If one com- 

 reciter in , a vocal performer of Pierrot  
lunaire, or a singer of Sciarrino’s “sillabazine scivolata,” it becomes evident that,  

 
-

tions. In this regard, there is an obvious convergence of “traditional,” mostly orally trans-

2. Such a form of vocal articulation operates in a particularly close relationship with lan- 

cussed here can be understood with reference to Roland Barthes as representatives of the 
 

Luci mie traditrici
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-
 – to the point, of course, that they obscure or even destroy the language. 

 
-

tion instead of following these structures, they probably represent far more suitable exam-
ples of the “grain of the voice” than those Barthes himself tried to grasp (which tend toward a 
culturalist stereotyping of French and German song traditions that has become increasingly 
dubious
Carolyn Abbate’s narratological expansion of the concept of the voice as part of an “au-
ral vision of music animated by multiple, decentered voices localized in several invisible  
bodies,”
but can also counteract them and thus destabilize the composer’s monological authority, 

-
culation can neither be reduced to the type of written notation nor to the gestural-perfor-
mative presence of its actual rendering but arises from the interaction of these two “voices” 

song explored here seem to exhibit a particular, obvious tendency toward the divergence 
of written and performed voices, resulting in an unfolding of composition, terminology, 

-
vergence, as is equally evident in , in Schoenberg’s Pierrot, Peri’s Euridice, or 

-

Seen in this way, an intercultural history of the voice could appear as a process of condensation 
in which such contradictions, divergences between individual voices in the conception, written 

Stimme und Sprechkünste im 20. Jahrhundert
  Abbate, Unsung Voices
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2. Space-Time Movements in György Ligeti’s Piano Concerto: 
 Polymeter and Conflicting Meter in Historical and Intercultural Perspective

György Ligeti’s “Space-Time” and the “Generalized Hemiola”

-
sic, as also aptly demonstrated by the polymorphic vividness of the structures in his music 
since Apparitions  

-
ly interwove them into an asymmetrical, open maze of sounds and thoughts. Still, it should 

use calculations, nor algorithms […], realize[s] only [his] own ideas, but deal[s] with analogous 
ideas from other areas. Complexity or complex patterns have always attracted [him].”

these search movements (for example, through the discovery of the ars subtilior
consequential turn toward music genres from Africa, Java, Bali, Melanesia, China, and Korea, 

ongo horns of 
kiganda music of the amadinda 

mbira

-

manner in the most diverse directions and determining a reception model that I have attempt-

structurally, associatively, and transformatively and are based on analogous formations and 

-
doxes, such as the waterfall or staircase, which seem to be constantly falling or rising but in 

-

ars subtilior
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fact always return to their starting points. Comparable musical phenomena include above all 
“inherent patterns,” as described in detail in amadinda  phenome-

Starting from other African contexts, Steve Reich’s music had already been crucial to exploring 
 Gerhard 

a priori assumption of 
ethnomusicology as a whole that had remained unquestioned for decades but has been harsh-

-
course has construed “African rhythm” as extraordinarily complex in order to categorize it as 

this almost completely obscures the rhythmic complexity of Western music in the twentieth 
century.

 

-
-

culture. 

Requiem, in the Piano 

-
-
 

Western Composer.”
Representing African Music. An updated 
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the aforementioned characterization of an “annihilation” of the temporal dimension could easi- 

 of the Requiem

temporal, sometimes almost deterministic, strategy.  So perhaps it would be more accurate 

characteristics – state and process – are formative for our reception of the music, constant-
ly re-orienting ourselves in the ever-changing mixtures of not exclusively present-oriented or 
goal-oriented states.

-

and illusionary melody so far.”

-

Requiems
-

Désordre
-
-

Désordre

livre.”
-

Das zeitgenössische Klavierkonzert -

-
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pulse layers enter. First the sixteenth-notes in the piano are established, indicating the small-

melodic movement appears in the right hand in values of seven sixteenths, and in measure 9 

-

Such a situation undoubtedly occurs at the moment of greatest density in the same movement. 

-

inition of the “hemiola,” that is, the rhythmic ratio of three against two, to its extension from 

-
 

Don Giovanni , or 
Gruppen, in the fact that they do not describe polymeter, but rather a 

pulse,”
term Nennwert -

  Ligeti, quoted in Dibelius, György Ligeti -

-

.

-
sition to earlier ethnomusicological approaches such as that of Arthur Morris Jones (Studies in African Music
dedicates an entire chapter to this question (Arom, African Polyphony and Polyrhythm
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mentarpulsation”  [elementary pulsation] or “density referent”
aspect of African music in detail in his foreword to Simha Arom’s seminal study -

 

-

the European tradition.

third movement of the Piano Concerto, as shown above. All rhythmic processes here are based 

The Music of Africa

Concerto for Piano and Orchestra
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sound at the same time might also be perceived as a superimposition of tempo layers and less 

  Here too, one can see a reference to the African genres. Ligeti describes in detail that the basic pulse can here 

-

Concerto for Piano and Orchestra  
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with the term “polytempo.”

produce a “destabilization” of cognitive interpretation. It remains to be noted, then, that the 
distinction between “polyrhythm,” “polymeter” and “polytempo” is by no means trivial and re-
quires a more detailed discussion.

another passage from the same movement in which, over six measures, a xylophone part joins 
amadinda

 

streaming, notes in the same registers in the listener’s interpretation are connected to form 
common patterns,  so that rhythmic-melodic shapes – “inherent patterns” – arise that none of 

-
Don Giovanni

-

-
Don Giovanni. Bei Ives jedoch haben 

Auditory Scene Analysis

Concerto for Piano and Orchestra  
bold

measure

71a 4-3-2-3 (12) 3-4-2-3 (12) {93} 3-4-2-3 (12)

71b 4-3-2-3 (12) 3-4-2-  ( ) 3-4-2-4 ( )

72a 4-3-2-3 (12) 3-2-6 3-2-5

72b 2-2-3-2-3 (12) 6-6 (12) 5-5-5 

73a 2-2-3-2-3 (12) 6-6 (12) 5-5 

73b 2-2-3-3-2 (12) 7-7  5-5-5 

74a 2-3-2-3-2 (12) 7-7 5-5 

74b 2-3-2-3-2 (12) 7-7 3- 5-5-5 

75a 2-3-2-3- - ( ) 7 3-3-3-3 (12) 5-5 

75b 2-2-3-2- - (12) 7-7 3-3-3-3 (12) 5-5-5 

76a 2-3-2-2- - (12) 7-7 3-3-3-3 (12) 4-4-4 (12)

76b 2-3-2-2-2 ( ) 7 3-3-3-3 (12) 4-4-4 (12)
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How do the levels of rhythm, meter, tempo, and melody relate to each other in this situa-

. . .. 

-

-

extent to which these also constitute meter
pulses in themselves or in their interaction have superior salient properties that give rise to 
metric periodicities. For this purpose, I extracted all accented notes from the musical text and 

 
ly periodic layers of the piano into changing “inherent patterns.” It can be assumed that the  

-
sults in an overarching aural stream of B

-

-
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Concerto for Piano and Orchestra

A

C

A

B

C

piano: più 

A

B

C

xyl.: dim.

pno.: xyl.: 

xyl.: 

pno.: 

xyl.: 
xyl.: 

piano cresc.

xylophone dim.

-

-

-
sulting salient patterns, eliminate almost any sense of meter, although new stabilizing factors 

compression, these pulses also tend toward a dissociation of meter – ten accents on twelve 



373

Concerto for Piano and Orchestra

measure 71

A

C

x x x x x x

measure 72

A

C

x x x x x x

measure 73

A

C

x x x x x x

measure 74

A

C

x x x x x x

measure 75

A

C

x x x x x x

measure 76

A

C

x x x x x x

 piano + vibraphone accent  piano accent  vibraphone accent
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Concerto for Piano and Orchestra
 

71a

71b

72a

72b

73a

73b

74a

74b

75a

75b

76a

76b

71a

71b

72a

72b

73a

73b

74a

74b

75a

75b

76a

76b

A                                                                 B/C
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Summation Meter and Metric Dissonance

more systematically. It seems necessary to problematize the arguably inadequate distinction 

-
musicology.

as periodically recurring salient signals within regular pulse sequences, that is, dynamic or 
register-based emphases, accents, patterns, or events, which can be eliminated when the meter 

-

of the example discussed above.  
In research, there has been a tendency only to recognize those musical contexts as “metric,” 

 
 In this 

context, the existence of polymeter was repeatedly questioned, since it was only possible to 

been stated that the term “rhythm” today says “much and yet almost nothing anymore.”

metric periodicities constitutes a 
 

-

A Generative Theory of Tonal Music. See also London, 
Hearing in Time

Hearing in 
Time

Rhythmus -
-

African Polyphony and Polyrhythm

sense of metrum 
so as not to be reducible to a single metrum. This 

Symphony, -
Die Soldaten, Rituel.
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-

on a global scale is far beyond what can be achieved here and would require a monograph on 
its own (as presented for the Western context, most notably, by Christopher Hasty  
cially when we turn to the richly imaginative and thorough treatment that the relationships 

-
sic, it seems inevitable to conceive of a complex model in which the interrelation of these con-
cepts or areas is maintained and highlighted.

more recent research on African rhythm, which has undergone much further development.  
Although to what extent a concept such as “meter” can be appropriate for African designs of 

Meter as Rhythm  

-

-
lent example.

E Juba – beginning of a popular song from South Sudan 
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music at all remains controversial in ethnomusicology, there is broad agreement that most Af-

explored.
-

an additional quasi-canonic metric displacement.

-
-
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-
-

riodicities be synchronized again. It also becomes clear that the meter of the percussion layers 

meter of clapping is canonically displaced by two fundamental pulses. Hemiolic overlays occur 

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17

- - -

18 19 20 21 22 23 24 25 26 27 28 29 30 31 32 33 34 35 36
-

- - -

clapping (one man) 4-4-4-4-4-4-4-4-4 (9 x 4)

percussion r. h. 3-3-3-3-3-3-3-3-3-3-3-(3) (12 x 3)

percussion l. h.

-2 6-6-4-4-4-12 [12-12-12]

clapping 12-12-12 ...

percussion 4-6-6-6-6-6-6 ...
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 produce additional rhythmic-metric com-

-
ing in the gong, the omele

 
-

omele formula has also been rela-
Drumming Clapping Music -

linsky – Steve Reich: Alternative Moderne(n)

1 2 3 4 5 6 7 8 9

lead singer

choir

gong

clapping

10 11 12 13 14 15 16 17 18 19 20 21 22 23 24

lead singer -

choir

gong

clapping

 

lead singer (2-2-2) 2-7-3 3-5-4 

choir 4-2-2-4-4-(4-2-2) [6 x 4]

gong 4-4-2-4-4-4-2 [12 x 2]

clapping 6-6-6-6 [4 x 6]

(2-2-2) 2-7-3 3-5-4 [12-12]

gong 10-14

clapping 12-12
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and the increasing “polymeter” thus serves to increase the density of sounding events and is 

are established from the beginning, so that the complex mesh over time appears static and ba-
sically only the inherent patterns within a summation meter are perceived, as in the examples 

African music can be understood as the basic constant.

metric dissonance -
guishes itself from the metric consonance

  See also Arom, African Polyphony and Polyrhythm

1. Metric grouping dissonance (superposition of metric groupings; simultaneous con licting meters) 

a. Superimposition of metric groupings within the measure boundaries (Chopin, Etude op. 25, no. 2, mm. 1–3) 

 

 

 

 

 

b. Superimposition of periodically recurring metric groupings (Schumann, Carnaval, “Préambule,” mm. 28–32) 

 

 

 

 

 

c. Superposition of aperiodic metric groupings (Schumann, Carnaval, “Préambule,” mm. 99–106) 
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 (shi t of focus by syncopation/accentuation, successive con licting meters) 

a. without changing the group length (Beethoven, Symphony no. 3, i, mm. 46–52, melody instruments) 

 

 

 

 

 

 

b. with change of group length (Beethoven, Symphony no. 3, i,  mm. 250–257, strings) 
 

 

 

 

 

 

 

2. Displacement dissonance

Following on from Harald Krebs, one can distinguish two basic types of metric dissonance 
 In a metric grouping dissonance

-
tuation, while in a displacement dissonance

 In 
-

displacement dissonance is at the same time a metric grouping dissonance 

  See Yeston, 
Fantasy Pieces. London, 

und Dissonanz” and further developed in Fantasy Pieces
Papillons, Carnaval and Davidsbündlertanze,” 
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egory 1a, but is subdivided by the dissonant combination of quarter and eighth triplets, which 
-
-

sonance can have profound implications for performance and is crucial for a particular aspect 

-

pulses.
 

-

displacement dissonance, is illustrated here by 
Eroica. In category 2a, the 

that turns into a continuing displacement of the metric grid, while in category 2b – analogous-
ly to the right hand in 1c – the grouping lengths change constantly, which increases the me-
tric destabilization or the degree of metric dissonance. As frequently observed, harmonic and 

formal process.

Toward an Intercultural Theory of Musical Time and Its Historiographic Implications

I will refrain here from further exploring the history of polymeter in Western music, as 
I have done in earlier versions of this chapter.  Much of this is familiar from a variety of 
studies and does not need to be repeated here at length.  
sesquialtera
theory, where the term  is found in Pythagorean tuning theory and already trans-

mensural notation where especially the coloring of notes can be associated with hemiolic re-

Fantasy Pieces
Komponieren im Kontext der Globalisierung, 

-

Performance of Sesquialtera ca. -

-
Die Hemiole in der Instrumentalmusik von Johannes Brahms. 

More general studies relevant in this area include the classic Apel, 
The Time of Music Meter as Rhythm, Maurer 

Vom Takt, Metric Manipulations in Haydn and Mozart.
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lationships, eventually resulting in prolonged phases of polymensural structures in music by 
Johannes Ciconia and his contemporaries. For Baroque music Channan Willner distinguishes 
between “cadential hemiolas,” “contraction hemiolas,” “expansion hemiolas,” and “overlapping 

 
olic structures could be in the eighteenth century.  Further elaborations of hemiolas in the 
classical style and the nineteenth century arise from “dance” movements, particularly the cou- 
rante and minuet, and eventually result in famous examples of metric dissonance in the Mi-

Eroica, Schumann’s piano cycles, Chopin’s Fourth Ballade, as well as Brahms’s late Klavierstücke 
 

In the most complex of these examples, such as the Chopin, more than two metric layers are 
-

ters in the twentieth century. More generally, one can distinguish two main tendencies in the 
unprecedented wealth of rhythmic-metric dimensions since 1900 that are conjoined in the late 

by means of multiple superimpositions, up to the point at which they transform into a texture 

structures can be somewhat overemphasized, be it through clear tonal or registral structur-
ing, that allows their friction, interaction, and internal dynamics to be perceived.

 and 
Gruppen Die Soldaten

-
po exposed and concealed at irregular intervals. In the , Ives conceived of 
a “basic unit,” a macro-metric period symbolizing the “pulse of the universe,” that is cyclically 

arrangement for percussion orchestra entitled Life Pulse Prelude -
ferent tempo layers to realize this polymeter for practical reasons.

Memos

sic

ening and enriching all of the depths of music, including the emotional and spiritual.

 
***

-
-

spective passage: Hofstadter, Metamagical Themas

  See, among others, Gail, Charles E. Ives’ Fourth Symphony

Universe Symphony.”
   Ives, Memos
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Both the systematic considerations of summation meter and metric dissonance as well as 

-

ization of the performer and the perception of the listener may be more focused on the patterns 
resulting in the summation meter than on the superimposition itself. At this point, it seems 
important to stress that, in contrast to a strong focus on “emic” approaches, that is, on the 
musical structures as imagined and conceived by the performing musicians (and local audien-

done in his essays exploring musical temporality by systematically referring to repertoire of 

A dimension of polymeter that may be further explored in the intercultural universe is the 
idea of musical spatiality as it emerges particularly strongly in polymetric music of the twen-

 

discussed here, metric confusion produces a temporal delay, a congestion of energy, and some-
times a momentary stasis, which, however, is not always to be understood as a tension that 

the three or so centuries of common-practice tonal music.

considerations in Chapter II.1 that music history, especially from an intercultural perspective, 

that embody the most diverse, sometimes unexpected and surprising connections as they were 

It is more than a mere bon mot
the structure of music history.

Cross-Cultural Perspective.”
   See Arom, African Polyphony and Polyrhythm
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3.  Intercultural Tension in Music by Chaya Czernowin and Isabel Mundry:  
 Variations on Identity and Musical Meaning

A phenomenon crucial for the perception of new music, and which is featured prominently in 

more information is conveyed at once in a musical context, the more it is perceived in terms 
of “global” characteristics – that is, structure (conceived as an interaction of individual sound 

the reverse process is, of course, equally relevant. Although this principle was particularly well-

listening to almost any polyphonic or multi-layered music. Complex and dazzling musical strat-

In the music that emerged from the fault lines of cultural globalization from the end of the 

Ghost  
 minor prelude from  

volume 1 of Bach’s Well-Tempered Clavier, the Chinese pipa Xiao bai cai. 

in a global sound and dissolve into a “metacultural” texture, or else, if necessary, a “secondary” 
texture might develop out of hierarchies in which certain strata follow others or are clearly 

K. Bhabha sees overcome only by a “third space of articulations” in which cultural hybridity can 
 Is it possible to create such a “third space” in music?

Chaya Czernowin’s :  
Is Cultural Hybridity Musically Representable?

In Chaya Czernowin’s Excavated Dialogues – Fragments
Western instruments, cultural hybridity as a potential is presupposed, but at the same time de-

from the outset to leave no space for cultural idiomatics, even where it should appear uninten-

the mouth organ sheng and the bass trombone, in the second, the most complex and longest 
bangdi and the oboe as well as 

   Bhabha, The Location of Culture
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erhu and the violin, later between the dulcimer-zither  and the 
dizi

trombone, and in the fourth movement again between erhu and violin.
It is obvious that Czernowin does not trust the concept of a balanced dialogue between 

equal partners and, consequently, cut and rearranged the dialogue sections during the compo-
-

erhu, zheng

bangdi

logue layer between the  and the piano, starting ppp 

a “deafening” tutti chord that eventually silences everything.
-

logues between alternating instruments merge into one another and decompose one another 
– as though they had been buried in the ground for a long time where they had lost their original 
separate identities.”

collision of the fragmented material.
 – contains an element 

of violence, and intends to let the seemingly neutral-objective observer position collapse, from 

 
sense -

aggression between the instrumental or sound groups are detectable spontaneously and intui-
tively. Czernowin’s archaeological idea of unearthing remnants of a former dialogic practice 
can be associated with the pre-linguistic character that Hatten presupposes for musical ges- 
tures as a whole and on which their immediacy rests.

-

evance of hierarchically salient events. Although the attempt made by Czernowin to question 

events, and its arrangement of sound elements building a new hierarchical environment that 

tonal, and rhythmic models, which refer to certain listening and intellectual traditions (such 

Cultural Hybridity
  See Hatten, Interpreting Musical Gestures.
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Excavated Dialogues – Fragments, second movement,  
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discussion of power and exclusion. Without them, however, musical articulation is hardly pos-
sible – a productive paradox that also applies to the following example.

Isabel Mundry’s : Identity Riddle

Isabel Mundry sees her music as permeated by intangible layers of meaning characterized by 
blurriness, ambivalence, doubt, and suspension of time.  In Mundry’s music, meaning arises 

-
tury music criticized by Susan McClary and many other scholars,  it nevertheless goes far be-

metaphorical 

to create musical situations that can be related to experiences, recollections, or emotions from 
everyday life. She quotes the piano accompaniment of the song Die Krähe from Schubert’s Win-
terreise

circle above our heads.”

sensual properties of the sign, i.e., implanted in the music [Mundry’s reference to Schubert’s 
piano accompaniment], while at the same time transcending it in the manner of a metaphor 
[the correspondence between musical structure and the experience of circulating birds].”   
However, Mundry’s intention is to relate to experiences of daily life without resorting to conven-

Ich und Du for piano and orchestra clearly indicates 
her intention of referentiality. It stands for the construction and deconstruction of identity, 
the theme of the essay Watashi to nanji 

-

and Appropriation in Music.”
  See Goodman, Languages of Art.

Resonanzverhältnis -
-

Vom Klang zur Metapher

NUN 

Place 
Site gagaku
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pal exponent of the Kyoto school, explores classical topics of Western philosophy such as logic, 
I and You  increas-

I and You are 

the absolute Other, and thus I become I and You become You.

Excavated Dialogues - Fragments, is based on an 

-

-
tions, about demarcations, encroachments, attributions, or self-determination. In this respect, 

alien to itself by mutating from intimate sound to an externally determined machinery.
 seems particularly 

completed by a third, which can be added to the other two events as an echo. Point, prolifera-
tion, and echo form an equally simple and productive material that almost forms the sole basis 

-

Ich und Du -
-

-
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 Is this 
narrative thread plausible? From a morphosyntactic point of view, three phases in particular 
can be distinguished. Several times in the course of Ich und Du, a pizzicato impulse appears, 

-

-

-

-
sical environment, the colors of the cimbalom and the vibraphone, which are “competing” with 

the energetic gestures of the piano are increasingly deformed. With the expansions in mea- 

thus again transferring this central morphological principle to the macroformal level.
-

certainly not be decided unequivocally. In any case, Mundry’s identity discourse has found a 

musical structure.  An interpretation of Mundry’s “piano concerto” – and concertante in the 

  Thorau, Vom Klang zur Metapher Vogel als Pro-
phet from Waldszenen
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-

interplay between referential and transcendental levels, and with the help of morphosyntacti-
cally tangible musical elements. 

Ich und Du



392

The Limits of Musical Signification

 demanded and 
approached by the composers, can generally become productive for a theory of intercultural 

-

-

into the foreground. It also becomes obvious that there can be no more “historically informed” 
analytical practice or theory, in the sense that recently emerged for music of the fourteenth to 
nineteenth centuries based on source criticism and period theory. For apart from a problema-

compositional process, however minutely they might be reconstructed, can always elucidate 

perception, and meaning – domains increasingly emphasized as essential also by the compo-
-

of new music in a global context.

  See Wellmer, Versuch über Musik und Sprache



VI. Reflections on My Own Composing as a Search  
 for Traces in the In-Between

In turning my attention toward my own attempts at composition, I in no way intend to hold 

has been a long-standing fact for me that the musicological and compositional examination of 

languages, listening styles, and sound producers, continue to run parallel to one another. It 

the form of the quasi-ethnomusicological “competence” sometimes demanded in the previous 

-
posers, and listeners, in discussions about crossing borders, drawing boundaries, possibilities, 

from these continuous interactions, then perhaps it is the principle of a “polyphony of mean-
ings” outlined in the third and especially fourth sections of this chapter, which can be found in 

1. Layered Fabric, Intertextuality, and Cultural Context:  
 From Striated to Open Space

music from its beginnings around 1900 until today, there have been only tentative attempts 

-
tion methods and polyphonic methods would be established, for example, in the fact that a 

  https://soundcloud.com/chr_utz
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structure of the music simultaneously as autonomous, individualized “personae,” their hetero- 
geneity can be heard, and their cross-relationship is not trivial, self-evident, or inherent in the 

and the change in the textural impression of an overall sound is characteristic of many com-

types is especially relevant in this context.  In the structural sound, the relationship between 

quality, but something “virtually new” that “requires formal projection in a temporal space 
that allows a listener to feel their way through it.”  It is precisely this processual nature, al- 
lowing sonic and formal conceptions to coincide in the structural sound, that must also be 

-

ings”
space, -

layering techniques, on the other hand, can sometimes turn them into independent musical 

-
cesses but can temporarily adopt its vividness and alienation processes.

In this context, it is no coincidence that composers whose music developed “proliferating” 
-

for listeners to grasp, with extraterritorial quotations or related intertextual reference techni-

Musika-
lische Technik Musikdenken heute I

A Thousand Plateaus -

-

are aimed for here.
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ques. -

decontextualized references to melodies and idioms that are forced into a rigorous structure 

structure. While their extraterritorial character becomes palpable within the basic idiom of 

-
mal tension in which self-quotation, outside quotation, and pseudo-quotation become indis-

or allusions and a self-quotation, overlays the adagio material that started at rehearsal number 

which we hear the heavily altered Beulah Land

disappears by means of a sudden fade-out and the adagio layer of the pilgrims, who have had 
soot blown in their faces by the passing allegro railway (an orchestral rendering of real-world 

-

and again with a programmatic context that can also be related to basic philosophical concepts 
 

 of the 

As indicated, the transcendentalist symbolism presents itself as the decisive motivation for 

music remains as the only layer of music symbolizing “purity.”
ity of a layered fabric and intertextual cross-references alone do not guarantee an analogous 
polyphony of meaning. Rather, what is decisive are the formal processes, however symbolically 
connoted, that are triggered by them.

-

als Kompositionsprinzip bei Charles Ives.
Charles Ives
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-

November Steps

 

of Japanese solo instruments and Western orchestra, but ultimately composing a delicate web 

reality,” a polylinear layered fabric that points beyond such simple connecting lines between 
polarized entities. 

-
-

tradict the and liu bai principles in Chinese calligraphy, the idea – broadly developed be-

script, no materiality.

notation, oral instrumental traditions, and precise communication models, in a conceptual 
rather than a compositional layered fabric, as shown by the social-communicative experiments 

Marco Polo
He-Yi zheng

-
ly present through their “tone,” without ever being directly quoted, whereby constant trans-
formations of a newly heard Chinese musical tradition into formally constitutive approaches 

-

Neue Musik und Interkulturalität

Neue Musik und Interkulturalität
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musical signs or gestural types was already rejected in Brian Ferneyhough’s criticism of the 
 Ferney- 

-
tain perceptual abilities of the listener, as “‘Pavlovian’ semanticism.” -
sical dialect, according to Ferneyhough, cannot be reconstructed through references to such 
surface features, but rather requires a re-establishment of the connection between surface 
characteristics, subcutaneous driving forces, and a compositional attitude that becomes aware 
of the energetic potential of gestures.

this standard in a convincing way, his picture of the musical surface and its inherent energetic 

-

to create such three-dimensional situations necessitated a more intensive examination of the 
-

mic formalizations.

Interference: Contradictory Self-Identity

musical traditions embodied in the instruments and the “states of friction” this created were 
of primary interest. It would have been an obvious move to implement these in the form of a 

Chinese ensemble as another is preserved or carefully reduced. Instead of building the music 
around such a polarization, however, I tried to create a musical situation where closeness and 

“contradictory self-identity” (mujunteki jikodoitsu hirenzoku no 
renzoku

-

-

that rejects extremes as false one-sidedness.

 

-
-
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Interference
 

and reduction in the instrumentation, based on a  ensemble with dizi xiao (bamboo 
sheng huqin gaohu, gezaixian, 

and zhonghu pipa daruan zhongruan zheng  (ham-
Xing jie  from the Jiang-

nan sizhu repertoire, the Chinese instruments are carefully approximated to the piano, which 
zheng, it 

sheng and the percussion, forms a self-
sheng, which forms a constantly present sound band, analogous to the 

 repertoire of gagaku
changdan  

Korean genre 
-

larly evident in the second and third movements.

Interference

 

 
-

ments, repeatedly driven into noise-saturated sonorities here, into a shared gestural sequence. 

abstracted analogy to the Chinese suite form (liuban, baban

aitake chords that form the basic structure of the 
sheng Jiao die 

sheng luan -

luàn
luán luán
of the music dissolve in an ecstatic, cathartic booming and screaming. Finally, the sheng mouth 

Interference
-

Christian Utz: Site
be accessed at https://soundcloud.com/chr_utz/christian-utz-interference.
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Interference
is transformed into music, but also contains the meaning “to interfere,” suggesting an unwil-
lingness to hold on to established categories.

the wasteland of minds: Sound Layer Relief and Disintegration

Interference became the central starting point for the 
wasteland of minds sheng xun [a Chi-
nese ocarina], zheng  An intricately 

  The premiere of the wasteland of minds
(sheng zheng -

Christian Utz: transformed. music for asian and western inst-
https://sound-

.

Example 6.2: Christian Utz, Interference, third movement, p. 26 
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colors.

-
-

-
ning requires a special microtonal tuning of the zheng, which is pentatonic in the tradition-

 

 the wasteland of minds
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spread variants of the traditional pentachord are built (all pentachords have the same sequence 

# -
#

#

sheng

-
cesses” occur, which prompt an emancipation from the “striated” layer structure, especially 
in the “extraterritorial” solo of the Chinese ocarina xun at the beginning of the last section 

the wasteland of minds

HARMONY

(Vln.)

(Acc.)

X

1 1 0 1 1 2 2 2 1 2 1 2

[ ]
(7)

( , Acc.)
3

[   ]
[   ][  ] ( , Acc.)

-                                                    -                                       -

Example 6.3: Christian Utz, the wasteland of minds
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four short poems MISHIMA Skizzen
novel  (Ai no kawaki

wüst.land, which was conceived 

Glasakkord

text to dramatic turns in the music, although there is no linear program or storyline running 
through the musical narrative.

In the wasteland of minds, the multi-contextual layered fabric creates a tension between 

of the musical process. Spontaneous compositional decisions are not hindered by the layered 
construction, but rather made possible, and here the oscillation between structure and tex-

terms “contradictory self-identity” and “discontinuous continuity,” of course, describe a vision 

space laid out at the beginning. In contrast to the “striated,” territorialized, hierarchized space 
-

cult to occupy.
this marine space with no certain destination.

2. Stratification and Analysis

-
rability of individual idioms, vocabulary, structures, and to avoid subjecting them to an impos-
ed hierarchical order through a layered musical situation, appears to be a necessity in intercul-

as has been shown on various occasions, they are usually very clearly preserved, even in John 

a good starting point for approaching intercultural situations musically. Complementary to 

the analyzed object by conceiving of it as something that cannot be subsumed, but at the same 
time is also provisional and changeable. In this way it approaches the “hypoleptic” discourse 

xun and zheng walls for ensemble and elec-

  Deleuze and Guattari, A Tausend Plateaus
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Symbolism and Implosion in Glasakkord

In Glasakkord for , shakuhachi  I started 
developing the music from two almost hermetically opposed structures in the  and strings. 

-
posed to a process of decay, which from the outset establishes an undeniable internal tension. 

“internal logic” in the case of the  and the analysis of glass sound spectra in the case of the 
strings.

repeated. -

into one another continually to create new sequences. In this context, the glass symbolism is of 

layered structure of the wasteland of minds Glasak-
kord
(especially in the 
shakuhachi  layer 

Glasakkord
shakuhachi

( Glasakkord
Site gagaku ensemble and live electronics, produc-

-

source of the title. The edited recording of the premiere appeared on the CD Christian Utz: Site (Composers Art 

-
-

 for baritone, 
, specula vier epigramme 

Glasakkord 
specula.
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Example 6.6: Christian Utz, Glasakkord

Glasakkord  
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-

Glasakkord

-
 and shakuhachi, and later by vocal 

passages performed by these two soloists.  and strings 

the inside – even more clearly than in the wasteland of minds  

 and netori gagaku (in the case 
of the honkyoku solo repertoire of the shakuhachi 
(shakuhachi shakuhachi soloist, is a free 

soloist, a transcription of the song Kashin from the repertoire of the archaic vocal genre  (recitation of 

Glasakkord shakuhachi solo-

glass chord 6a glass chord 6b

glass chord 6c glass chord 5a
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relating to the Iraq War, which can be heard in the two vocal passages, reveal the insistence on 

Glasakkord

assemblage of two independent layers perceptible at all, or does the ear not listen out imme-

hidden hierarchies has already been addressed when challenging the compositional relevance 
-

-

 
-
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together//apart: Reconstruction, Recomposition, and Irritation

together//apart (
saenghwang -

 I analyzed in some detail the structure and sound 
 from 

the  suite. In addition, an extraction of the pitch organization from the se-
together

 and  
perform the main melody of , which is elaborated heterophonically by the other 
instruments, whereby the lines become very independent from the start and combine to form 

phrases (
-
-

is divided into three groups ( saenghwang, -

 and violoncello alternate at the same distance at a 

and a radicalization of the heterophonic principle, there is an extremely high notational and 
tonal density from the beginning. It is important to realize the notation as precisely as pos-
sible, yet it is never a matter of mechanical or mathematical precision, but rather a constant 
oscillation between the concentration on one’s own part and a common “breathing,” which is 

particularly important at the beginning of each measure and should be carried out very deliber- 

percussive accents adopted from the Korean model contribute to this underlying pseudo- 

 
design of the other instruments.

Glasakkord – is not the “strutting” of these 
layers as such, but rather the molding process resulting from the internal tension thus gener-
ated. While the layered fabric initially eliminates the feeling of linear temporality, targeted 

are interrupted by three solos (piano, violoncello, 

the second ensemble section, there are more and more synchronized actions, such as a spiral-

-

Christian Utz: 
https://
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 or tone repetitions, which give the sound more pronounced 
 

short insert, the polymetric grouping is completely removed, the music “tears itself free,” and 
the previously largely “invisible” theatrical parts of the music forcefully push through the calls 
and bodily actions of the musicians to the surface, comparable to the cathartic moment in In-
terference

thus not ends in themselves, but trigger concise formal processes. At the same time, the cul-
tural context of Korean music can be placed in an open musical space without a direct quota-
tion but is very close to an “original text.” Here, “analysis” contributes to a transformative and 
abstract rewriting of a reference model while maintaining an idiomatic reference based on 

ence that can disorient the listener in the resulting music, pointing beyond the limits of purely 
conceptual integration. 

  Together//apart
Unsichtbares Theater

together//apart
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together//apart

3. Intercultural and Multilingual Trajectories of the Human Voice

Zersplitterung telinga – mulut -

demonstrate fully an aspect that was a factor in many of the previous arguments but hardly 

tension in relation to the singular, presumably “authentic” voice from which these sounds ema-

-
courses. It was also highlighted, however, that in a musical context, the voice always gains a 
communicative potential from the ambiguity of identities located in the sound structures, a 
potential that may directly “touch” the other, the listener, as explored with reference to the 

below reveal this potential in the ways they address idiomatic-phonetic alterity (Zersplitterung
or hybridity (telinga – mulut -

transported through a single vocal persona (in both cases a baritone part, performed by Martin 
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 – Splintering of Voices

In Zersplitterung (
to approach the tension between contemporary and traditional Korean culture as I had expe-
rienced it both during my short visit to South Korea in 2001 and during my study of contem-

Korean context for a few years, I had written together//apart in 2001 for the Contemporary Music 
-

sic piece ngsan from the suite Together
violin and double bass. My compositional method in this piece was based on detailed analyses 

 
-
 
-

(Bird, bird, blue 

art discourses, a quotation from this song also appears in Zersplitterung

In Zersplitterung,
all in the musical elaboration of the vocal part, which follows the principle of the traditional 
Korean vocal genre sijo and is closely modeled on the speech melody and rhythm of the spo-

together//apart, the approach was rather “philological” in the beginning, guided 
by the idea that only a close understanding of and compositional intervention into the micro-

compositional process. Furthermore, it was exactly such a method that I missed in a famous 

  Rice & Bread

-

https://soundcloud.
.



413

appropriation of sijo  to which I was 
sijo were a transcription  

 song.  In preparation for the premiere, I played this 

techniques in Zersplitterung
Although the basic orientation of the vocal line around central pitches is derived from a 

similar structure in sijo
 the highly expressive and contemplative sijo vocal style is not imitated, 

but rather expanded into extreme registers and experimental timbres that transcend stylistic 

the vocal-instrumental interaction and the dense structure set up by the superimposition of 
three interrelated ostinato cycles (in a much simpler way than in the wasteland of minds
is released in two interludes and a postlude that are written in unmetered time and include 

-
sheng – 

guide the listener through altered and ambiguous musico-lingual territories while ensuring a 
basic orientation in the formal architecture.

 as specula vier epigramme
-

sphere of particular cultural-political contexts established in Zersplitterung is further explored 
in Glasakkord, where spectral analyses of glass sounds serve as one of the main materials in a 

  See Stephan, Isang Yun: Die fünf Symphonien Einheit und Mannigfaltigkeit

  Korean Traditional Music Vol. 1

Zersplitterung  
reference of Saeya, saeya
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In the center of the text arrangement of Zersplitterung is the poem
by Ko 
ed with two further Korean poems, 
two interludes and a traditional sijo short poem by 

“splintering,” the fragmentation of traditional and modern culture in Korea, is analogous to the 
gap between silence and speech, political commitment and interiorization, as documented in 

In addition to dealing with the sijo vocal style, dealing with the sound and rhythm of the Kore-
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Zersplitterung

Zersplitterung

her compilation Wind und Gras,

  Eggert, Wind und Gras
 Classical Korean Poetry
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des Himmels in mir 

* 

Zersplitterung

italics are not 

baritone
 

 
toraora 

 
 

 
 

toraora  
} 

How long ago might it have been 
since that day when it hit me 
like the shirt under the iron … 
 
How long ago might it have been 
since that day when in the house of horror 

 
 
 

 
 

 
 

 
 

toraora 
 
 

 
 

All you silences, 
Silences scattered on this island, 
come back. 
To the crackling of the wind in the blade of corn. 
Among those waves rebelling against the river, 

 
to the cough that got stuck in the dung heap, 
come back. 

 
 

 
 

 
 

 
 

}

Over white paper refusing the writing 
 

 
 

the silences in the sleep of people who forgot  
 the voiceless voice,  
come back. 
Returned to a tremendous silence 
let the cry of silence be heard 
more terrible than any other outcry. 
All you silences, come back,

pianist (whispered)

 
 

 
 

 
 

}

*  
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}

pianist (spoken)

 
 

 
 

}

and carry the silence of Korea to  
 the ends of the seas. 
All of you, don’t go 
turn back. A single silence is not a silence. 
A single sound is a sound, 
in every silence 
lives this sound. 
You leaves of the mountain forest, 
locked doors, locked mouths you, 
slavish melancholy from person to person, 
come back 
and meet as silence. 
In silence, bow to every skeleton  
 in this country. 
Come back, it is autumn.

The blue hills go the way they go, so do the green waters. 
Hills and waters go the way they go;  
 and I follow between them.
As I have grown up with both of them so will I grow old,   
 following wherever they go.

aiming at a balance between the unstable, sensitive fragility of sounds that are hard to control 

are not used as naïve illustrations of the poetic meanings. Instead, they can be understood as 
a consequence of the music’s structural tendency toward fragments or “splinters.” A tension 

interaction of words and music in Zersplitterung.

Exploration of Tone Spaces and Political Narrativity in

Zersplitterung

the addition of live electronics,

Interference, together//apart, the wasteland of minds, 
and Glasakkord Kreise – Yuan shakuhachi
and live electronics and sheng/xun, percussion, and live 

Koinzidenzen (ouran yizhi
nese instruments (xiao, sheng, erhu, pipa, zhongruan, zheng
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evocation and transformation of traditional pieces or genres with a more structuralist context-
ualization in which pitch and timbre constellations were, for instance, derived from the organo- 

Zersplitterung, the idea of a musical structure that is highly 
loaded with sometimes narrative, sometimes vaguely metaphorical, but usually ambiguous 

in Glasakkord -

in telinga – mulut [ears

 
telinga – mulut approaches the poem Suatu Cerita dari Negeri Angin [A Story from the Coun-

 Sarjono’s poem develops highly 
disturbing images of a village society dominated by suspicion, spying, and open violence, all 

ears – mouths -
lagers were once “required to become ears

mouths” 
-

paganda slogans of an authoritarian political regime. Telinga – mulut is thus loosely connected 
to Zersplitterung, as both pieces focus on highly political questions arising from cultural and 

-
 

telinga – mulut, however, confronts this political impact of the words with 
a strict, conceptual musical organization that contrasts with the more explicitly expressive 
writing of the main vocal part in Zersplitterung. In telinga – mulut, music and words remain 

to “musicalize” the text according to general musical principles or to shape musical gestures 

which are fraught with collective traumas from more recent Indonesian history, their own 

-

pitch organization in most other sections, which is based on two non-chromatic equidistant 

  Telinga – mulut
 

cessed online: 
Frische Knochen aus Banyuwangi. Berlin: Edition  

Suatu Cerita dari Negeri Angin
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Table 6.2: Christian Utz, telinga – mulut
Suatu Cerita dari Negeri Angin

Die Brücke  italics 

baritone 

One morning the dam in my village 
built by a thousand hours of indoctrinations,  
a hundred ceremonies and ten bayonets 
started to rumble and collapsed. 

 
 

 
4 started to rumble and collapsed. Tears  

 
 

 
 

 
 

 
 

 
14 as assasins for hire. 
 

 
 

 
 

 
 

 
 

But there was nothing in those heads  
except for soapsuds, remnants of a laundry 
too carefully rinsed. Some immediately 
went to parade the severed heads around 
as if they were parading tattered memories  
about a time about a season 
in an overcrowded country  

 

tape (female speaker) 

Tears held back for decades

 
oleh seribu jam penataran, seratus upacara 

 
 

Bendungan di kampungku yang dibangun 
oleh seribu jam penataran, seratus upacara 
dan sepuluh sangkur, pada sebuah subuh 
berderak-derak dan runtuh. Airmata  
yang berpuluh tahun tertahan  
pecah menderas menyapu jalanan  
lalu berobah menjadi genangan darah.  
Orang-orang bergegas mengeramasi rambut  
dan ingatannya di sana. Mereka pun berkeliaran 
dengan kepala serupa labu dingin 
menyusuri pelosok-pelosok pedesaan 
sebagian bahkan menyamar  
sebagai pembunuh bayaran. 
 
 
Paman dan sepupuku yang memergokinya  
jadi penasaran. Mereka pecahkan  
kepala-kepala itu dengan batu  
atau parang, siapa tahu ada sebersit saja ingatan 
atau kenangan, ucapnya, semacam data misterius 
sebagai bahan gunjingan dikala ronda malam. 

 
 

 
 

 
 

tentang sebuah saat sebuah musim  
 

berisi angin.
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-

-

-

-
lich aus dem rasenden Wasser angestarrt hatten.
 
    Since then 

all the people of my village detached  
40 their heads and exchanged them  
41 with coconuts: they are hard and contain water. 

A precaution, they said, for if the whole  
 

44 will remain moist and save the memories 
45 of our beloved children who went to the city 
46 in order to learn or to do menial jobs 

scratching for a better future. One evening 
their children suddenly all appeared 
from behind a cloud of smoke and tear gas 

50 the back of their neck full of bullets 
51 than fathers to wince and mothers to wail. 

and bad weather, they patiently replanted 
54  
55 and gardens. 
  

 
 

 

Tetanggaku yang gemar cerita, pernah menangkap 
seorang pesulap yang entah mengapa sibuk 
mengendap-endap di ruang tidur kampungnya. 
Setelah dicekik dan ditebas lehernya,  
ternyata tak sebuah ceritapun mengalir  
dari kerongkongannya. Dari potongan  
urat lehernya, hanya gas yang memancar keluar 
diiringi denging sirine, semacam isyarat darurat 
dari sebuah kapal yang tengah karam. 

 
 

 
 

 
 

 
 

 
mengais hari depan. Tiba-tiba 

 
 

 
 

 

 
Di sebuah pagi, entah bulan apa  
entah tahun berapa, seluruh kampung kami 
diwajibkan bergotong-royong membangun  
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60 all their tears in the hope  

 
 

 
 

 
 

 
 

   For quite some time
they had been longing for their regular heads 
complete with memories and remembrances 
of course they have collectively arranged 
a user’s permit from the head of the village  
who for some reason now seemed uneasy 
and a bit embrassed by the crocodile head  

 

 
 

 
 

 
 

 
 

 
 

 
 

 

 
 

 
 

 
 

 

bendungan itu kembali. Segera mereka curahkan  
habis-habisan seluruh airmata mereka di sana  
sambil berharap-harap barangkali saja  
suatu hari kelak bisa mereka lepaskan 
kelapa, semangka atau labu dari atas leher mereka. 
 
Di bawah gerimis di sebuah sore entah bulan apa 
entah tahun berapa, penduduk kampung itu 
ramai-ramai memenuhi tepian bendungan untuk mengail  
dan mencari kembali kepala mereka.  
 
    Sungguh 

 
 

 
 

 
 

 

 
 

 
menerima gelembung-gelembung sabun dari mulut 
licin para pengurus desa.  

 
bisa menjadi mulut. 

 
 

juga segala aparat desa hingga segala cerita baru  

 
 
 

 
 

 
 

 
 

dan berulang. 
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-

-
ture exhibits a tendency to “collapse” at a very sudden, unpredictable moment toward the end 

proportions, and they are therefore not intended (in contrast to some proponents of spectral 

-

-
vidual sound space (in a similar way, intonation is always adjusted in more conventional pitch 

-
rowing of intervals also refers to the practice in some Indonesian gamelan ensembles of con- 
sciously detuning identical paired instruments in relation to each other in order to create beat-
ing and interference patterns.

Again, the overall formal design of telinga – mulut follows a very simple alternating scheme 

sections it is heard from tape recited by the female 

and Indonesian layers overlap.
In the A

-

sections have been developed from the 
same basic model introduced at the beginning of A1, resulting in a large-scale variation struc-

tutti
“Complementary” here means that the live instruments punctuate the speech rhythm heard 
from tape. Similarly to the A sections, the pitch constellations are derived from a cautious ex-
ploration of pitch system
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intervallic, and timbral principles, phonetic, semantic, and rhythmic dimensions of the text, 
-

heterophonic fragments between baritone and instrumental ensemble and isolated snatches of 

Toward a Polyphony of Meanings

 

which are rigorously separated from one another, and hypolepsis – musical processes that 
connect to one another both by negation and transformation. However, the music never really 

gence or dissolution remind the listener that these layers constantly refer to one another and 

the music, but neither is there any insistence on negativity as the only way.
In Zersplitterung and telinga – mulut, the highly versatile nature of the human voice as a 

messenger between musical structure and meaning, in conjunction with the multilingual text 

telinga – mulut

 

b } r j G n } y l { b } r j G n } y l {

b } r j G n } y l { b } r j G n } y l { b } r j G n } y l { b

n t + b e d h

n # t + # b e d n # # t + # # n e + #

1      2     3    4   5    6     7

1    2    3    4    5   6    7    8    9  10

+20c    -40c
+40c    -20c

+20c    -40c              etc.
+40c    -20c

-14c -29c +57c +43c +29c +14c

-14c  -29c  -43c +43c  +29c +14c-14c    -29c +57c +43c   +29c    +14c-14c -29c -43c -57c  +29c  +14c

-14c    -29c+57c+43c+29c +14c

-14c -29c -43c -57c -71c +14c
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section measures formal function text (S = Sarjono;  
K = Kafka)

tone 
system

A1.1 1 echo A

introduction  
and fragile

A1.2

 = 40, pressing  

 = 50, restless

 
steady time

echoes  = 40

 = 40

complementary duo 1  = 60

A2
(dispersed)

 = 40, continuously 
 

but not actually 
accelerating

A

C 112  
dramatic scene

 = 132 K

complementary 
duo 2

 = 60

complementary 
duo 3

 = 40

complementary 
duo 4

 = 60

Table 6.3: Christian Utz, telinga – mulut

some instances.
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A3
(interrupted)

A

 = 90, precipitato

madness scene  = 60, semplice

complementary 
“duo” 5

 = 40

A4
introduction

 = 60, gentle and 
serene

complementary 

dramatic scene

 = 60, collapsing

(tape)

A4.2
(dispersing)

 = 60, sempre 
ritardando à  = 40 
(m. 296)

Indonesian (tape)
A

echoes  = 30

304 silent mouth  

telinga – mulut
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telinga – mulut

telinga – mulut
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of the instrumental layers – acting as subject, object, and an almost imperceptible element 
among equal voices in a global texture or structure – brings together dramatic, narrative, and 
purely structural dimensions.

an author or narrator no longer has control over the characters, but acts with them on the same 

 In 

its freedom, more or less freedom.

4. Composition as Polyphony: Creating, Performing,  
 and Perceiving Music Non-Hierarchically

the metaphor of polyphony, outlined above, has profound musical implications. In contempo-

its close association with past musical epochs such as Renaissance or Baroque (not to mention 
“counterpoint,” which, owing to its image as a narrowly rule-based and outdated method, has 

 A “radicalized” poly-

Problems of Dostoevsky’s Poetics

  Derrida, Points… Interviews 1974–1994, 161.
  Ibid., 
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Ten 

 was a revelation for me as a young composer. It motivated me to en-
gage more self-consciously with the idea of simultaneous musical structures that would not be 

in each performance.

of pleasantly disorienting complexity that I associate with such an experience of musical si-
multaneity, and I feel that this leads to a certain dependence on “designed” but one-dimensio-

to point to common experiences I might share with many colleagues in daily encounters with 

on “polyphony” as a fruitful component of a critical music of our time. In approaching this dy-

walls
-
-

November Steps 
-

ception appeared increasingly problematic to me. How, then, was it possible to put “Asian” and 
“Western” parts of an ensemble on the same footing without reducing them to a static image of 
associated local, national, or “cultural” traditions – but also without subsuming them under an 

problem that I have attempted to provide in a series of chamber music pieces composed be-
 

struments
-

-
corporated as inseparable parts of this sonorous environment, partly preserved, partly dissolved. 

As we have seen, Interference and together//apart -
 Xing jie from the South Chinese 

, and Isang 
Together. In many parts of Interference

between these layers, most notably in a transformation of the zheng zither in the direction of 
 

  See Pritchett, The Music of John Cage
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together//
apart, though here the original materials largely “disappear” in a dense polymetric and poly-

 
-

ble playing, resulting in a mode of performance that “collapses” toward the end and gives way 

the waste- 
land of minds and Glasakkord. Here, I increasingly associated the idea of simultaneity with con-

-
nous and cyclical rhythmic layers is continuously transformed by live electronics in the waste-
land of minds and destroyed by increasingly contrasting interruptions in Glasakkord. 

In turning to my more recent research on the phenomenological and performative aspects 
of musical listening,
hearing sound structures as resulting from layered structures, as in the wasteland of minds

 
 

the wasteland of minds 

1. An “isolationist” or 

impulses of the zheng, etc. Heard in this w -

2. 

rudimentary transcription of the sonographic analysis to score notation, demonstrating 
 

single constantly transforming and evolving sound.
In yet another listening attitude, we might focus on cues in the overall musical process,  
salient -

zheng but 
may also include entries of new registers or timbres.
Finally, one can practice an attitude of presentist listening, focusing on the sound events as 

 adopted 
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by Jonathan Kramer as “moment time”  – a type of listening less reliant on memory and 
expectation than on a contemplation of the present moment.

 

six minutes into the piece, in the middle of its second phase, a more rigid and repetitive, less 

presentist listening attitudes surely gain importance. In later stages of the piece, the dense 
and tightly layered model continuously disintegrates, giving way to more prominent soloistic 
articulations such as a solo by the Chinese ocarina xun performed by the sheng soloist, which is 

The Time of Music

Figure 6.2: Christian  Utz, the wasteland of minds

5 10 15 20 25 30 35 40 45
111111111 222222222 333333333 444444444 555555555 666666666 777777777 888888888 999999999 101010101010101010 111111111111111111 121212121212121212

clar.

sheng

acc.

clar.

zheng
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singled out in the listening act because of its unfamiliar and unique timbre as a prominent cue 
in the large-scale formal process.

A Map of Musical Simultaneities

-

 from 1990.  I will now expand these categories as basic parameters of a “map of mu-

this map.
Musical perception might be described as building spatiotemporal relationships between 

 
edge of everyday and musical sounds, most of them acquired during our experience as lifelong 

-
neous dimension might be described as a continuous space between segregation and fusion of 
sound layers or streams, while the linear dimension lets sound events appear either in isolation, 

of an ongoing process or continuity without clear-cut segmentation.

. Western 
polyphonic music might be grasped as an ensemble of independent voices, intertwined in a so-
norous space, subject to a hierarchical system of note relations but appearing free and unique 

 
tures some of these features while notably emphasizing the priority of overall coherence over 

monograph Grundlagen des linearen Kontrapunkts , 
where harmony in modern music is described as a result of musical lines that are pursued with 

  Bregman, Auditory Scene Analysis

Grundlagen des linearen Kontrapunkts
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a particular degree of independence. -

of simultaneous lines and suggested avoiding all progressions that might remind one of tonal 
cadences or fundamental chord relationships.

-
sic, note rows and aggregates are superimposed in a rigorous manner, as did, even earlier, the  

-

-
Theory of Harmony, 

Harmonielehre

Tonlinien,” Grundlagen des linearen Kontrapunkts

   Schoenberg, “Linear Counterpoint.”

Figure 6.3: A map of musical simultaneities

stream segregation

cue oriented
listening

analytical
listening

presentist
listening

holistic listening

chimeric assignment

structural sound

textural sound

continuity/processform/architectonics
time

sonic fusion

sound

polyphony
(tonal/modal)

linear polyphony
(post tonal)

superimposition/
montage

object-oriented assignment
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-

-
phony and superimposition appears not as a categorial distinction but as a permeable relation-
ship indicated by the dotted arrows on the map.

In John Cage’s , a radical-
ized form of superimposition is interpreted as a logical consequence of the decision to “give up 

-
 For Cage, non-hierarchical simul-

taneity is closely connected to the abandonment of “form” and leads to the model of presentist 
listening.

Strukturklang -
 of orderings.”

tures [that] actively dispels any sense of hierarchy or priority.”  
-
-

Kontrakadenz
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Albert Bregman’s distinction between “natural” and “chimeric” assignment is equally rele-
 in the 

-

audition where we are used to identifying sound sources. In many other musical cases, which 
Bregman labels “chimeric assignment,” several sound sources create a composite timbre, or the 

Kontrakadenz, both 

in an orchestral piece, but they soon merge with other members of the sound family “acceler-

continuously between the whole and individual streams or segments, between “chimeric” and 
“object-oriented” listening situations.

walls: Ongoing Processes of De- and Restabilization

In order to contextualize these attempts to systematize polyphony and simultaneity in music 

1. events in time may be singled out as particularly important, suggesting a large-scale formal 
architecture with the most salient events building the foundation of a hierarchical tempo-

-

2. concurrently experienced events may be brought into a hierarchical relationship with loud-
er, higher, more clearly “pronounced” or “articulated” sounds dominating a hierarchy of 
streams or voices. 

-

allow for both increasing and decreasing simultaneous and sequential hierarchies during the 
act of listening. 

walls for chamber en-

three times by electronic ritornellos accompanied by the instruments on stage – but eventually 
extending into the audience space, where two Chinese instruments (zheng and xun -

cultural and political references (the Great Wall of China, the Berlin wall, the wall built recently 

Angebot durch Verweigerung

  See Bregman, Auditory Scene Analysis
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is also used and deconstructed in the compositional process. Imaginary “walls” are necessary 
 

ultaneous and sequential “walls” may help to distinguish formal sections or polyphonic layers.
In composing this piece, I once again used a preconceived structure, serving here as a rep-

-
bern’s 
canon was expanded to a duration of twenty minutes. Although I originally intended to pre- 
serve and continue this expanded canon until the end of the piece, it soon occurred to me 

stability of the “Webern wall” is continuously challenged and eroded by all sorts of “distur- 

Symphonie op. 21
explored in Utz, walls for ensemble and electronics
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bances,” most prominently by three loop-saturated sequences of electronic sound, using ex-
cerpts from one of my early electronic pieces (time freeze

zheng and xun enter 
from afar, completely denying the “controlled time” of the Western ensemble and introducing, 
among other things, allusions to the qin classic Guang ling san (Shen Qi Mi Pu
music in walls moves from a clear and probably somewhat overemphasized focusing of per-
ceptual attention (a single dodecaphonic sonority, repeatedly introduced, opens the piece, 

-
deed, the question of musical hierarchies is not least a question of performance in general. In 
the more recent performance practice of contemporary music, a brilliant, virtuosic, “philhar-

and to accentuate formal segmentation even in cases where the musical score might be ambi-
guous in these respects.  might also 

quite extensively in recent studies on musical performance that aim to draw conclusions from 
both quantitative measurements of recorded performances and the aesthetic ideas guiding in-
dividual interpretations.

fabric
, seems an adequate model for the interaction between 

music and elsewhere. In the rhizomatic

“perpendicular direction, a transversal movement that sweeps one and the other away, a stream 

Beyond the Score.
  Deleuze and Guattari, A Thousand Plateaus
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F El amor brujo

fanshen
faqu

Dongfang huahui

dudka

duikou chang (Chinese antiphonal  

E Juba

Wind und Gras

 (category of vocal delivery in traditio-

Elementarpulsation (elementary pulsa-

-
che du feu méditant

embai gagaku
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Totem and Taboo
fu (“belly,” phase of vocal sound production 

fujo 
Funa Benkei 

gagaku

gamelan saléndro
gamelan

gandingan

gangsa

gaohu
Yi Feng

gegenstrebige Harmonik

Wings of Love
202

-
sic

3 Im-
promptus Afunktionelle Musik

Chinese Song Der 
brennende Dornbusch Der Wegwei-

192–193 Drei 
zweistimmige Praeludien 190

Hölle – Weg – Erde Music for String 
Quartet  

-
Musik mit konzertanter 

Flöte

Aphorismen
 (Im-
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290
Guang ling san

(see 

She Huo 79–81 Ye Yan 
240

guocui
 (Society for the Improve-

gusli

h

haikai
haiku

haka (Maori narrative form with mixed 

hakase (Japanese traditional vocal music 

Kejia

Passacaglia 

haozi 

gegenstrebige Harmonik, Japanese har-

gezaixi
gezaixian

 (musical style of Japanese pup-
bunraku

 (category of vocal delivery in traditio-

gitgit

gomaten (Japanese traditional vocal music 

gongche (Chinese traditional character nota-

Les Espaces Acoustiques

the past useful to the present and the 
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hichiriki (Japanese double-reed wind 

Higho, high-hau
Hilfsverein der Juden in Deutschland

Association of German Jews

Hirashima Masao 120

hiroi 

(Group of four for tradi-

Birds Fragments II Birds 
Fragments III Birds Fragments 

Harmondie

 

Ancient Dance (Kodai 
Four Unaccompanied 

(Haruo no shi ni 
111

Nihonteki ongakuron -
(Piano 

109–110

(Mutong 
duandi 160

 (Japanese traditional narrative 
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I
 Black Rain (Kuroi ame

ibushi
bushi

-

 (Nihon 

ikigahe  

imbroglio

IV Cloudscapes Moonlight Garden 
at First Light Koto-Uta 260

297 New 
Seeds of Contemplation 

 
Utsurohi-Nagi

-
296

for , Korean instruments, and 

Han shi
277 Pipa suibi Sheng – si

Zhongguo xiqu mingxiang 276

 Deux 
Poèmes

In Memoriam

Black Plaint 299 Die 
Erde bewegt sich auf den Hörnern eines 
Stiers 

Miserere 
Hominibus

hulusheng -

Chinesische 
Dichter in deutscher Sprache, mit 2 Bildern 

huqin

Nachricht von der Britischen Gesandt-
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iro (vocal delivery technique in Japanese  

Life Pulse Prelude Memos -

Universe 

J

Japan Society for Contemporary Music 

Japanese harmony (Nihonteki waseiron

Jasmine Revolution (molihua geming

Kulturbund Deut-
scher Juden

ji (vocal delivery technique in Japanese  

ji iro (vocal delivery technique in Japanese  

 (Mo 
motu

International Association for Cultural Free-

International Con gress of Composers and 

International Institute of Comparative Music 

121

International Society for Contemporary Mu-

 (Isang 

Music for Two Kotos
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kakegoe (calls of the drummers in Japanese  

kakko (coordinating drum in Japanese  

 (festival of the Philippine Hanu-

Higho high-hau
kami

bushi

karakia
karawitan (Javanese gamelan

Kashin  reper-

kata 
kataribe
katarimono (group of Japanese narrative 

kebianxing
kecak 

kenengxing

Jaunpuri Todika Alap

kiganda amadinda xylophone music in 

252

Nong Rock 253
(Modern 

Jiangnan sizhu (South Chinese musical 

jianzipu
jiaoxian (performance technique in Chinese 

pipa
Jikong dianli
jinghu 
jingju

jiuta

Melodje ludowe litew-
skie

kabuki (Japanese traditional music dra-

Die Brücke Eine 
Kreuzung

Anagrama
Exotica

kagok

 (musical phrase in Korean court mu-

kakari (vocal delivery technique in Japanese 

kakebuki (introductory section in Japanese 
gagaku
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kotoba
bushi

kotoba-nori (vocal delivery technique in  

koto-kumiuta (vocal suites with koto accom-

kubing  

kuchi-jamisen (mnemonic syllables from koto 

kudoki (vocal delivery technique in Japanese  

-

Revolutions

kundiman
kunqu
Künstlerhilfe der Jüdischen Gemeinde Berlin 

(Association for the Support of Artists of 

Kuomintang -

Bruckner Grundlagen des linearen Kon-
trapunkts -
chologie Romantische Harmonik und 
ihre Krise in Wagners 

Jungle Book

Klangfarbenmelodie

Deux pièces javanaises
Etudes antiques Suite Javanaise

 (Japanese national tone 

kokumin shugi (Japanese nationalist political 

komagaku

kongjian 

nah/fern 255
koorero

Korean court music (a-ak

koto
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From Mao to Mozart

 
(

Hanzu diaoshi hesheng (Han 

one bird, one 
tree… Time of Trees II

Aventures -
365–374

-

líra

Musica

liu bai (white space within and between lines 

La Jeune France
La Scala

Air
Concertini
Das Mädchen mit den Schwefelhölzern

308–322, 
-

Kontrakadenz
Pres-

sion Tanzsuite mit Deutschlandlied

Insect World

 Daodejing

-

Le festival de musique contemporaine (Sappo-

Da Shenji Ganlanshu 
Huanjing san zhang

Long Wu Yi tiao 
riguang dadao (A Sunbeam Path into the 

Yu – Chan – Ximen ding  

Mr. DE –– ath Wang 
guo shi 
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Das Lied von der 
Erde

Mandarin (putonghua

299

mat
Bu-

gaku Drei Arien nach Gedichten aus der 
Genji 

Monogatari Saibara ni 

 U-Mai
May Fourth Movement (  

Bacchanale Bugaku 128
Bunraku  (Public 

 
 

Ci Luan
liuban

Abendländische Musikgeschich-

lubung 

She jiang cai furong
luogu dianzi (“gong and drum patterns” in 

lusheng 

, Shang-

ma

Ading
Cassettes Kubing Pagsam-
ba 218 Suling, Suling 222 Udlot-
Udlot 220



Index 513

minzoku shugi
minzuxing

Ai no kawaki

Mitsubishi corporation 101

Sinfonietta [

Miyagi Mamoru 120
Etenraku Varia-

tions

Molihua  Xian-
hua

mono no aware (Japanese aesthetic con-

Samsara Sange  
129

mbira

War and Peace in 

-

(Chun xiao

-
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zhuanke xuexiao

guocui koko-
sui

Guoli 
Shifan Daxue

Guoli 

Guoli 

Nennwert

Don Giovanni Eine 
kleine Nachtmusik (Serenade for Strings 

Ich und 
391

musica coelestis
musica mundana
musica theorica

musique concrète
musique concrète instrumentale

N
nagaji (vocal delivery technique in Japanese  

nagauta

nanguan
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 (vibrato technique in Korean tradi-

 Il canto sospeso Intolleranza 

Kojiki
 (Remeicuo  

 
Worere

oibuki (canonic introductory section in Japa-
gagaku

-

omele (rhythmic formula in African mu-

omeribuki gaga-
ku

omoro

ongo

netori (introductory section in Japanese 
gagaku

-
dation (Xin xiang wenjiao jijinhui

Movement

Yazhou 

-
dan

nianbai -

(Federation of 

Nihon wo mamoru kokumin kaigi

nihonjinron

Nippon kaigi 

 
Watashi to nanji (I and 
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Wirkung (Yinguo sanzhongzou [Cause and 
Wandlungsphasen (Wu xing 

sheng ke

 Raining Night

parlando

pentatonic Romanticism (see also Romanti-

Le musiche, sopra 

pétit récits

MISHIMA-Skizzen

Phonogramm-Archiv

pipa

Fall/
Wende  151

chuanju, gezai-
xi, jingju, kunqu

 (drum in Japanese 

p  (Korean traditional narrative 

222
palakpak

Pan American Association of Composers 

-
East and West (Dong nan xi bei

Erleuchtung (Qishilu 
Kausalnexus (Yinguo 

muguan sichongzou
Shi – Dao – 

Ru
279 Taiwan fengjing 

hua Transformation (Hudie meng 
Ursache und 



Index 517

200

qawwali 

Zhui bai qiu (see also Wang 

qin 

Mong Dong

Jiu ge

r

 Les Indes galantes

Histoires naturelles Shé-
hérazade Trois poèmes de 
Mallarmé

Music for Sheng

poeticus musicus

Prometeo
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ruan (daruan, zhongruan -

 (Japanese transverse bamboo  

S
sabi 

saenghwang
 (Bird, bird, blue 

saibara 
292

Teatro Shanghai – 
Bühnenmusik 148

Yejing -
183  

184
-

sang
409

sangzi 
sanjo
sanjo ajaeng

 

Drumming 

Reichskristallnacht

Renouveau catholique
res facta

Folkloristische Tonalitätstudien Hand-
buch der Musikgeschichte

 Jakob Lenz

rin

-

(category of vocal delivery in tradi-



Index 519

se

senritsukei (vocal delivery techniques in 

se-piri

shakuhachi

shamisen 

futozao 
shamisen teion 

92

Suatu Cerita dari 
Negeri Angin (A Story from the Country 

sawari -

Canti del Capricorno

An die Freude (

Glossolalie 
glossolalie

A Survivor from Warsaw 
op. Erwartung -

Harmonielehre 

to Napoleon Buonaparte Pierrot 
lunaire 352

Six Little Piano Pieces

school songs (Jap. , Chin. xuetang-
ge

Die Krä-
he Winterreise

Alles, was man wissen 
muß

Luci mie tradi-
trici 361

scioltezza
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shoko  gagaku
(Japanese traditional Buddhist 

sijo (Korean traditional vocal music 

(Shanghai Private 

sillabazione scivolata

sitar
sixte ajoutée

Société Musicale Indépendante
Société National de Musique

(

sheng

Huanghe de gushi 

shidiao 
shifan luogu (patterns in Chinese percussion 

Shijing
cello/hören –

258 -

Sense of Measure
Shimian maifu

pipa
 Breath 356–357

Monolog
Shin Nihon ongaku 
Shin ongaku ha
Shin ongaku renmei -

shinawi
-

 (Federation of 

 reper-

shirakoe (vocal delivery technique in Japane-
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Der 
 Dienstag aus Licht

Gruppen
Kreuzspiel Licht Telemusik

Danse 
Sacrale Petrush-
ka  

Trois poésies 

streaming

structural sound (Strukturklang

-
nacht” (Chun xiao

suling

152

Der Untergang des Abend-
landes

split sound (Spaltklang

Sprachkomposition
Sprechgesang
Sprechstimme
sprezzatura

ssigimsae (melodic variation in Korean tradi-

Cassandra-
Complex ]LIFE[ 301 Palast des 
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Palindrome Samushiro
Sinubi

rinzetsu 306 Tabibito ka 
 

229–230
Pieces for Ichigenkin Tori mo 

228 Tori mo tsukai ka 
II Tsuginepu to itte 
mita 358

While I 
Am Crossing the Bridge
Yume

 Ceremonial Dis-
tance 214  Eclipse In 
an Autumn Garden November 
Steps

 (rhythmic-metric structures in tradi-

Fu, Fu, Fu

Marco Polo

349
Mankind 201  

Nihon wasei no kiso (Foun-

377

In Praise of Shadows 

tanpura

Suzuki  
346

tabla

tagutok
222

Taibei 

(

gezaixi

Aki no uta Aomori 
gaeru Ariake  

 
Dream 

 Hanagatami Hiru wa 
moetsukita  Insomnia  Kagehime no 

iru Koto nado asobi 226–227

 Mangalasutta Mimi no ho
 304–305 Mono-

Nasuno kasane 262
 



Index 523

quanpai xifanghua

tou – fu – wei (phases of vocal sound produc-

-

tsugaru-jamisen (Japanese narrative 

Tsurukame kabuki

Die 
Gesichter des Buddha

283–284
-

tanso
-

 ( -improvisation in Arab and 

táwi

bunraku

te-utsuri 
gagaku

Che Sam Sedae

Terminorum Musicae 

tí:ngava
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Ballade et Polonaise G 

W
waiata 
waka

wakauta
wakon kansai (Japanese spirit, Chinese tech-

 (Japanese Spirit and Western 

Zur Tonalität des deutschen 
Volksliedes

 Glas-
404–407

Interference 397–399  

Site specula
telinga – mulut 417–427 the waste-

land of minds 399–403
431 time freeze  together//apart 

( 408–411

435–439
 412–417

V



Index 525

Die vier Weltalter der Musik

Worere
China, see also

 (unimpededness and inter-

wu xing

wuchang -

X
Pithoprakta 217

(Western as substance, Chi-

Huanghe dahechang

Xiangtu wenxue

Xianhua Moli-
hua

xiao

Xiao bai cai 

Zhui bai qiu -

Hanzu diaoshi hesheng (Han 

qi hesheng

wangka -

 (Cultural Renewal 

wenhua shamo 
wenren
West German Radio (Westdeutscher Rundfunk, 

Westernization and Self-Strengthening 
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(using the Chinese to comple-

Yijing

Kaika sakuron

-

Utterance Voices 
Coming

Exemplum in memoriam Kwang-
ju Gagok Glissées

Naui dang, naui minjoki-

Réak
Together

xiaodiao
xiaoluo 

-

xinchao

Xing jie
xu – po – ji 

daqu

Vacuité/Consistance

xuetangge
xun

xungen

Y Nasuno
Kurai to

Yoake – Kuro Fune

Sur les lèvres japonaises

 

 (Chinese hammered dulcimer-zit-

(Westernization and 



Index 527

-

Z

Chief 
Joseph  142, 
144–145

zheng

zhonghu 
zhongruan ruan

 (Chinese thin-

-
166

246–247
Qi wu lun

Die Soldaten Requiem für einen 
jungen Dichter
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