The Gift of Sllence [donner
les bruits]

I'mwondering if silence itself is perhaps the mystery at the heart of music? And is silence
the most perfect music of all? (Sting, in his speech on the occasion of his acceptance of
an honorary doctorate from the Berklee College of Music on 15 May, 1994.)

[1] What is music? This question investigates the borderline between music and what can
no longer be consdered musc. It is the question of the frame of music since the frameis
what diginguishes it as music, what ‘produces music. Without it, music isnot music. It
can be asked whether the frameis central or marginal, essential or supplementd. The
frame itsdf is not music. Once the frame encloses the music and makes music music, it is
externa to the music. But as aframe of music, it dso belongs to the music. Can we say
that the frame is (n)ather amply ingde (n)or outsde music?

What is music? What is the frame of music? In order to answer these questions, music
needs to be pushed to its boundaries. This then raises the question of what takes place on
the borderline between music and non-musc; it isaquestion of the most intimate and, a
the same time, the other of music. It can be said that music is bordered by two distinct
entities. On one hand, there are sounds that we no longer consider music: noise. On the
other hand, there is the absence of sound: silence. (But exactly how different is this 'other’
hand? An important question that will be eaborated upon extensvely.) 'Musicis
inscribed between noise and silence, says Jacques Attali (Attali, p.19). Therefore, in
order to gain ingght into the musical phenomenon, we need to direct oursalves to those
areas where music and noise, music and silence and even slence and noise intersect.
(Another concelvable border will not be addressed here: the border between music and
(spoken) language and the vague areas where these two mest: in Sorechgesang, ritud
chants, proclamations, rap, in projects such as Dieter Schnebd's Glossolalie 61 where the
border between music and spoken language is explicitly questioned.)

[2] Music. Privileged over noise and silence. Opposed to noise and silence. Noise and
slence seem to be on its outside, excluded in and by music. Through the deconstruction
of (hierarchicaly ordered) binary oppositions, Derrida demonstrates that one pole of such
oppositions cannot exist without the other. Indeed, one part is dways aready part of (the
definition of) the other aswdl. As gpplied to music, noise and sllence have dways
dready been part of music, noise and silence have ways aready been part of each other.
It isthisnotion that | will develop further and investigate in this section of the site. In
Decondruction In Music, | express my desire to indicate decongruction in music by
music(ians); can music 'read itsdf' in a decongructive way? Thisimpliesthat | am not
soldy interested in averbd, theoretical and discursive decongiruction of the boundaries
of music, noise, and silence. Primarily, my atention will focus on musicians and
composers who, in and through their music, have explored the diffuse spaces between
music, noise and silence, those who have questioned the frame of music out of the




musicd (as opposed to the textua, another opposition that could be deconstructed), those
who have rgjected the traditiond hierarchica relations of music - noise and music -
dlence. That isnot to say that amusical decongtruction smply seeks to present the
illuson of some pure and Ssmple absence of aframe, or that it would re-frame music with
some perfect, gt and truthful new frame. A decongtructive srategy will consst of
examining whether it isa al possible to creete aframe that would indeed lay down an
unequivoca definition. Decongtruction exposes us to the inescapable Situation of
uncertainty and indeterminateness that we face when we want to distinguish music from
noise, musc from silence, noise from slence.

[3] The works of the American composer, John Cage, have increased our understanding
of the problemsinvolved in defining music, noise and slence. Therefore, his oeuvre will
be prominently festured in this section.

Asaway of introducing the outlined problems, | will give atention to the ways in which
various thinkers of music have expressed themselves in rdation to defining music. For
the purpose of eva uating the decongtruction of the borders of music, noise and silence, |
have outlined a number of definitions of music that can be found on the page entitled
What ismusc?



What 1s Music?

[1] What is music? During the course of the history of Western music, many have tried to
formulate an answer to the question of the ontology of music. In order to diginguish
between music and non-music, repeated attempts have been made to compile alist of
essentid properties of music dong with the necessary and sufficient conditions. It is not
my intention to represent any or dl of the expressad views on this meiter in a systematic
or dl-encompassing order. Rather, | prefer to paint abrief and gpproximate picture of
some of the problems that these attempts to define, determine, or discern music have
encountered.

[2] 'Musicaigt eine Wissenschaft und Kunst, geschickte und angenehme Klange kltglich
zu gelen, richtig an einander zu fligen, und lieblich heraus zu bringen, damit durch ihren
Wohllaut Gottes Ehre und ale Tugenden befordert werden [Music is ascience and an art
that produces dexterous and pleasant sounds, in order to combine them properly and
present them charmingly so that their euphony may further God's honor and dl virtues|',
says composer and music theoretician Johann Mattheson. Philosopher Jeant Jacques
Rousseau describes music as an "art de combiner les sons d'une maniére agrésble a
I'oreille [the art of combining soundsin away that is pleasing to the ear]'. Organist and
composer Johann Gottfried Walther thinks of music as'die Ton-Kungt, d.i. die
Wissenschaft wohl zu singen, zu spiden und zu componiren [the art of sound, i.e,, the
ability to sing, to play, and to compose wdl]'.

Three 18th century definitions of music. They dl share a normative qudity that playsan
essentid role. 'Geschickt'. '"Angenehm. ' Kluglich'. 'Lieblich'. '‘Agréable’. "Wohl'. Terms
that we would hesitate nowadays to include in a definition or description of a
phenomenon (of music). Although spesking about music in such terms has not been
completely banned (cf. Nattiez, p.42. cf. Durant, p.58), they are too indistinct and
ambiguousto arrive a a clear and uniform definition.

In contemporary attempts to distinguish music from non-music, more phenomenologicd,
gructuraigtic or formdistic descriptions are preferred. Music is harmony, melody,
rhythm, meter, tone, instruments or voice. Music is organized sound. Musicisgiving
form to noise (cf. Attdi, p.10). Incidentally, here too, ambivaent or polyvaent
quaifications turn up: what is 'organized? What is 'giving form to'? And how normative
are these formaligtic qudifications? Can there be music without or outside these
parameters (cf. some of Dieter Schnebel's compostionsin No (-) Musc).

The American andyticd philosopher, Jerrold Levinson, defines music as sounds that are
man-made or arranged for the purpose of enriching experience via active engagement
(e.g., through performing, listening, dancing) where sounds are primarily attended to for
their sonic qualities (cf. Levinson, p.273). On one hand, he says true to formaism. The
sounds in music are intended for listening to primarily as sounds, and not primarily as
symbols of discursive thought' (Levinson, p.272). On the other hand, Levinson expresdy
indgts on including the intention, am or purpose in his definition: music is humanly
organized sound for the purpose of aesthetic gppreciation’ (Levinson, p.271, my itdics).
Levinson points out that he conceives of music primarily as an artistic activity and not as



a sonic phenomenon to which intention would be irrdlevant. Much remains unanswered
in Levinson's definition. For example: what exactly is 'man-made'? According to
Levinson, a birdsong or the rhythmic gurgling of a stream cannot be considered music.
However, what isit if acomposer incorporates them into amusic piece? What if the
entire compogition congsts of a birdsong or the rhythmic gurgling of a stream? Does the
composer's intention alone suffice to categorize something as music? And isit possble to
recongder that view?

[3] Convinced of the difficulties that are involved in adequately defining music, music
sociologists John Shepherd and Peter Wicke conclude that music itsdf isadiscursively
condtituted category. That is, thisterm in itsdlf can giverise to multiple,
incommensurable and contested categories. The term 'music’ is highly polysemous
(Shepherd and Wicke, p.208). (Musicologist Carl Dahlhaus no longer spesks of music
(sngular), but of 'musics.)

Moreover, it only becomes more difficult to distinguish between music and non-music
when the context reaches beyond the western world. 'More and more frequently,
ethnomusicologica literature stresses that other cultures do not in generd have aterm for
music asagloba phenomenon', musicologist JeanJacques Nattiez concludes (Nattiez,
p.54). This epistemological category lies outside the cultural landscapes of such cultures
and is not relevant to them: 'We [the Western world, MC] recognize the worldwide
existence of music, but dl of those things that we acknowledge as musicd facts are not
necessarily thus categorized by everybody' (Nattiez, p.61). Nattiez, Shepherd and Wicke
seem to agree: there is no unambiguous and intercultural universal concept that defines
music.

[4] Another problem needs to be addressed. Judging by John Cage's compostion, 4'33",
(among others) Levinson concludes:. 'It should be apparent that there are no longer any
intringc properties of sound that are required for something possbly to be music
(Levinson, p.271). According to Levinson, there are conditions essential to a piece being
music that are not even directly audible. These observations, which are based on
devdopmentsin musicd language, can lead to anew definition of music inspired by the
findings of the American philosopher, Arthur Danto. In his essay from 1964, 'The Artistic
Enfranchisement of Rea Objects: the Artworld', Danto acknowledges that the works of
Marce Duchamp and various Pop Art artists have made it impossible to separate art from
non-art on the basis of forma qualities. Danto asks what will ultimetely determine the
difference between a Brillo box and awork of art consisting of a Brillo box? Danto's
guestion amounts to the following: when one of two identical objects is consdered art
while the other is not, a certain context is assumed within which these two formaly
indistinguishable objects il enjoy their respective Satus. Danto calls this context the
artworld: "To see something as art requires something the eye cannot decry - an
atmosphere of artigtic theory, aknowledge of the history of art: an artworld' (Danto in
Dickie & Sclafani, p.29). In 1974, George Dickie adds a sociologicd and pragmatic
definition of awork of art to this notion of artworld: awork of art is a series of aspects
(not every aspect of awork of art makesit awork of art) to which one or more
individuas who act on behdf of the socid inditution artworld (eg., the artist himsdif,
presidents of art ingtitutions, critics, aestheticians, etc.) grant the status of ‘art’ (cf. Dickie,



p.35). Objects become works of art because (influential) people in the artworld have
declared them to be works of art.

What is said here about art in genera can be easly trandated to music. Sounds become
music when certain people from the music world (often, the composer & first) deem it
musc. Thisisnot aindterable fact: views on music can be questioned and reviewed at
al times until a new, temporary consensusiis reached. Music becomes a socid
convention, a'tota socid fact’' (Marce Mauss), subject to change over time and by
culture. In order to define music one should include not only sound, but the context in
which sound is produced as well. Such notions as 'the indtitutional setting' (Shepherd and
Wicke), 'the code' and ‘the network’ (Attali), 'socia conventions (Durant) and 'socia
contexts (Nattiez), and 'kategorider Formung' (Dahlhaus), to mention only afew
equivaents, seem to at least temporarily ensure a certain ddineation between music and
non-music where forma qualities can no longer hold.

[5] | do not want to el aborate upon problems concerning dl that, for convenience's sake,
may be summed up asinditutiona or contextud theories. In Context, | point out certain
problems dedling with the notion of context. The problem of demarcation (the problem of
indde vsoutsde) will recur in the indtitutiona theories, for example, in determining who
can be rated in the artworld and which series of aspects belong to the work of art.

| would like to briefly touch upon another problem. In The Truth In Painting, Derrida
derts the reader to a hermeneutic circle with the gppearance of avicious circle when
gpeaking of art. The notion of an artworld dready presupposes an idea of what congtitutes
art and of the essence of art and its origina meaning. The concept of art is aready
predetermined or preconceived in the notion of an artworld. ‘One makes of art in genera
an object in which one damsto distinguish an inner meaning, the invariant' (The Truth

In Painting, p.22). 'What is art?, Derrida asks. 'Aslong as one refuses to give an answer
in advance to this question, ‘art’ isonly aword. And if one wants to interrogate art, one is
indeed obliged to give onesdlf the guiding thread of a representation. And thisthread is
the work, that fact that there are works of art’ (The Truth In Painting, p.32). In most
aesthetic theories (Derrida refers to Hegel and Heidegger), the chosen point of departure
isthe fact that there are indeed works of art. Notwithstanding, how are they to be
recognized? Here is where the vicious circle becomes evident: There are works which
common opinion [see Dicki€'s definition, MC] designates as works of art and they are
what one must interrogate in order to decipher in them the essence of art. But by what
does one recognize, commonly, that these are works of art if one does not havein
advance a sort of pre-comprehension of the essence of art? (The Truth In Painting, p.32).
Problems occur. Circular arguments. Unfounded presuppositions. However, with a
certain gpprova Derrida quotes Heldegger who states that it is not about escaping this
vicious circle, but on the contrary about 'engaging in it and going dl around it' (cf. The
Truth In Painting, p.32).

[6] What is music? Not quite knowing where to sart in the hermeneutic cirde (Isthat il
important?), | will return to the thinkers who have committed themselves to determining
the boundary between music and non-music, the boundaries between music, noise and
slence. Despite the attertion for the (cultura and tempord) context of music, despite
artworld theories that result from this attention, defining music remains ‘infected’ from



theingde by an intramusica premise, aformdigtic quality. All thinkers seem to concur
that music, a any rate, has something to do with sound. (According to American
composer Robert Ashley the 'most radical redefinition of music' would be one that
defines music 'without reference to sound'.) Levinson: 'Perhaps the only thing that all
theorists agree onisthat music is necessarily sound' (Levinson, p.274). Nattiez: 'Sound is
an irreducible given of music. Even in the marginal casesin which it is absent, it is
nonethel ess present by dluson ... The musicad work manifestsitsdf, in its materid

redity, in the form of sound waves (Nattiez, p.67 and p.69). Although music is not
limited to the acoustic dimension (There are other factors that determine whether or not
something is music), we aways speak of music in relation to sonority, according to
Nattiez, even when it merely concerns areference: sound isaminima condition of

music. To Shepherd and Wicke, it isthe mdodic, harmonic, rhythmic and timbrel
configurations that lead us to recognize music as'music' (cf. Shepherd and Wicke, p.10).
They cortinue: 'We identified sound in music as the materid medium that would
ultimately guarantee music an integrity and reldive autonomy as a specific Sgnifying
system' (Shepherd and Wicke, p.56). Ultimately, they define music as'sounds ‘in
conversation' with sounds (Shepherd and Wicke, p.200). Dahlhaus considers the musical
work as 'ténender Sinnzusammenhang' [sounding coherence of meaning] (Dahlhaus,
p.195, my itdics). To musicologist Hans Heinrich Eggebrecht, specific to musicis
‘dagenige, was Seim Reich des Tonens und Horens ganz dlein fir sich sdber hat' [that
which it digposes of entirely by itsdf in the realm of sounding and hearing] (Dahlhaus,
p.189). To Eggebrecht, audibility is an obvious aspect of music in which adistinction can
be made between noise, sound, and tone. We are back to the definition of music as
quoted by Jacques Attdi in The Gift of Silence [donner |es bruits], the introduction to this
section: '"Music isinscribed between noise and slence' (Attdi, p.19).

[7] Beginning with the idea that the definitions of music, noise and slence have (at leest
as0) to do with (the absence of) sound, | will dedicate a number of pagesto the
investigation of the relationship between music and noise (Noise as Undifferentiated
Sound and Noise as Undesirable Sound), and of the relationship between music and
slence (Slence and/in Music). A separate page addresses a deconstruction of the
oppostiond par, music-noise, as it (unconscioudy) takes place in Jacques Attdi's book,
Noise (Music and/as (Dis)Order). One composer who has devoted nearly his entire
musicd life to the borders among music, silence and noise is John Cage. A number of
pages are dedicated to hisworks and his views (Cage and Noise, and Cage and Silence).
Inthe end, | intend to show how his compaositions, 4'33" and Waiting, deconstruct the
oppostion of slence and noise (Music, Noise, Slence, and Sound). On a separate page,
thought is given to the ethics of a deconstruction of the borders between music, Slence,
and noise (Silence, Noise and Ethics). Findly, the pages on Cage may lead oneto a page
that connects silence to death (Silence and Dezth), and to a page on which Cage's use of
slence is connected to French poet Stephane Mdlarmé's interest in the color white
(Cage, White, Mdlarmé, Silence).




Cage, White, Mallarmé,
Slence

[1] A synesthetic experiment. Which color most closdy resembles slence? Speech is
glver; dlenceis golden, as the saying goes. But meanings differ.

Composer R. Murray Schafer argues that if ‘white noise isthetotd of dl audible
frequencies at the same time, then silence could be caled 'black noise.

Conversdy, John Cage associates Slence with whiteness referring to the paintings of
Robert Rauschenberg, in particular. In 1949, Cage viewed anew series of dl-white
paintings by Rauschenberg. (‘White on white. The blank is colored by a supplementary
white.) What fascinated Cage was, as Rauschenberg said, that ‘a canvas is never empty'.
The canvasses are 'mirrors of the air', alanding-ground for dust, shadows, and reflections,
not passive, but on the contrary, hypersengitive. The white paintings gave Cage the
courage and "authority' to compose his silent pieces.

French poet Stephane Malarmé makes a smilar connection between whiteness and
dlence. In The Double Sesson' (Dissemination, p.173-286), Derridarefersto asheet in
Malarmés Livre that features the following lines (Dissemination, p.230):

Theintellectud armature of the

poem, concedsitself and - takes place - holds in the space that
isolates the stanzas and

among the blankness of the white paper; asgnificant dlence that it

isno lesslovely to compose than

verse.

[2] In much greater detail, Derrida addresses Mdlarmé's text Mimique in which slenceiis
an important theme (Dissemination, p.175).

Mimigue

Silence, sole luxury after rhymes, an orchestra only marking with its gold, its brushes
with thought and dusk, the detall of its Sgnification on a par with a stilled ode and which
it is up to the poet, roused by adare, to trandate! the silence of an afternoon of music; |
find it, with contentment, also, before the ever origina regppearance of Pierrot or of the
poignant and eegant mime Paul Margueritte.

Such isthis PIERROT MURDERER OF HIS WIFE composed and set down by himsdlf,
amute soliloquy that the phantom, white as ayet unwritten page, holdsin both face and
gedture a full length to hissoul ...

... Surprise, accompanying the artifice of a notation of sentiments by unproffered
sentences - that, in the sole case, perhaps, with authenticity, between the sheets and the
eyethere reigns a silence ill, the condition and delight of reading.



[3] Mimique. A Pierrot story. The Pierrot character associates slence with whiteness. The
two most remarkable and typicd features of the Pierrot are that it tellsits story in sllence
and that hisface iswhite (neutrdity or utter coldness?). Throughout the history of the
Pierrot sory, silence and whiteness are inextricably linked.

Mimique is dso atext about Slence, atext that often praises slence (cf. the fragments
cited above). Elsawherein Mimique, Malarmé talks (in concealed terms) about the
aurplus vaue of mime, the groping in slence. In "The Double Session', Derrida points out
that Mimique resides between two silences 'that are breached or broached thereby' (cf.
Dissemination, p.223). Derrida could mean thisin aliterd sense: Mimique beginsand
ends with the word 'slence. But (of course) thereis more to say. Thistext on sllence
contains a congiderable number of slencesindicated by its many commeas. Derrida notes
that Mdlarmé regarded these commeas as pause marks and intervas that interrupt the
progression of the sentence. The commas create Sllences. Thus, Slenceis present in both
content and form.

Like Mimique, Cage's Waiting can be read or heard as a 'text’ that resides between two
slences; the piece begins and ends with bars that contain only rests. Where slenceis
made explicit through the corporedity of the wordsin Mdlarméstext, the slencesin
Waiting are strongly emphasized by its subdivison in bars. However, we must think of
Waiting from atraditiona perspective, i.e., as starting from sounds, in order to
understand the pauses as hindrances for the progression of the music. If the pausesin
Mimique can be read as fragmentations of the story, Cage inverts what Malarmé aims for
in this text. The notated piano sounds in \Waiting seem to preclude slence; they emerge
from aworld that is occupied by silence.

Anaogoudy, atext could be seen as emerging from white space. Mdlarmé clearly
experiments with thisidea in some other texts. In his poem, Un coup de dés[Throw of
the Dice], the words are spread left and right across the page. (Incidentaly, thetitle of the
poem nicely coincides with Cage's method of composing through the throwing of dice.)
The specid typography, the irregular interspaces bring about fragmented word idandsin
aseaof white. (The typography of Cage's books greetly resembles thiswork by
Malarmé.)) The white seemsto function as a primeva seafrom which the text originates.
The words form small idands that emerge from this primeva sea. They interrupt the
whiteness of the pages. The blank white dominates (cf. Van der Sijde, p.203).

A DICE THROW
WILL NEVER
EVEN WHEN CAST IN ETERNAL
CIRCUMSTANCES

UP FROM A SHIPWRECK



WHETHER

the
Abyss
whitened
dack
raging
a atilt

flaps ahopeless

wing

itsown

too

early faling back in the Sruggle to trim its flight
and covering the spurts
cutting down the legps

[4] According to Mdlarmé meaning awaysisthe effect of aplay between the words.
The white of the page is thus charged with meaning; moreover, it is the precondition for
any meaning to emerge. Furthermore, the open spacesin Un coup de dés indicate that the
text cannot coagulate into any definitive meaning; the words refer to one another, but
together they do not form a closed structure. Malarmé cdls his typographica play
‘espacement’ [spacing], aterm Derrida adopted in his text, 'Différance (Margins of
Philosophy, p.3-27). The movement of Sgnification is possible only if each so-called
‘present’ eement, each eement appearing on the scene of presence, isrelated to
something other than itsdlf' (Margins, p.13). A sgn refers to something other than itsdf;
therefore, it Sandsin relation to what it is not. 'An interval must separate the present from
what it isnot in order for the present to beitself, but thisinterva that condtitutesiit as
present mug, by the same token, divide the present in and of itsdf ... thisinterva iswhat
might be called spacing, the becoming-space of time or the becoming-time of space
(Margins, p.13). Both Mdlarmé and Derrida emphasize the role of space, of whiteness, in
the determination of meaning. In Dissemination, Derrida addresses thisissue in different
words. 'Languages, as we now know, are diacritica redlities; each e ement within themiis
in itsAlf lessimportant than the gap that distinguishesit from other eements
(Dissemination, p.250).

The space between words, the gap, the white, becomes the precondition for atext to
appear astext. From the diacritical, Derridawill later draw another consequence, namely,
‘acertain inexhaudtibility [of meaning] that cannot be classed in the categories of

richness, intentionality, or a horizon'. The dissemination, the infinite dispersion of
meanings, escapes the author's intentions smilar to the way that (compaosed) slence
escapes the composer's compulsion to control the world of sounds. Un coup de dés
reveds this dissemination in the abundant white, the spaces between the words. The text
joins the white and complies with the blank in the same way the prescibed musica

sounds join the dready existing Slencein Waiting. Silence. Not an unarticulated



nothingness. No meaningless absence of sounds. Silence must be re-thought. Through
whiteness,

[5] Many of Mdlarmé's poems feature a polysemous play on the concept of white. Words
such as 'snow/, 'swan', 'virginity', ‘foam’, 'frigidity’, 'glacier’, and 'paper’ are dl associated
with whiteness. Two possible entrances towards the white seem to unfold. Firs, the white
seems to become a set theme in the associative chain (just as silence becomes thematic in
Mimique), a semantic concept. The 'blank’ gppearsfirg of al, to a phenomenological or
thematic reading, as the inexhaustible totality of the semantic vaences that have any
tropic affinity with it', says Derrida (Dissemination, p.252, my itaics). An inexhaugtible
totdity. Although inexhaudtible, Derrida seems to assume a totdity with regard to the
semantic valences. Polysemy. Second, in Un coup de dés, Mdlarmé does not write about
whiteness. Rather, he shows it making it visible through the typography. A nonthematic
position. Un coup de dés atempts to make something visible that cannot be expressed in
words, something that escapes wording. Derrida cdls this 'the blank as a blank between
the valences, a hymen that unites and differentiates them in the series (Dissemination,
p.252). Thus, Mdlarmés whiteness relates to both the totdity, however infinite, of the
polysemous series, and to the spaced splitting of the whole, the writing Ste where such a
totaity is produced. However, the latter is not just one extra vaence, a meaning that
enriches the polysemous series, an extra Sgnified or Sgnifier. Nether is the blank the
transcendenta origin of the series. Derrida cdlls this whiteness the 'non-theme of the
gpacing that relates the different meanings to each other' (Dissemination, p.252). The
blank comes neither before, nor after the series; it intervenes between the semantic series
in generd; it liberates the effect that a series exists. Whiteness agfis différance.

[6] Derrida criticizes the limited idea of ‘thematicism' to interpret Malarmés work. 'If we
can begin to see that the 'blank’ and the 'fold' cannot in fact be mastered as themes or as
meanings ... then we will precisely have determined the limits of thematic criticiam itsdf’
(Dissemination, p.245-6). This may immediately refer to the non-thematic white of a
page (afaling outsde of the text’). But Derrida aso points out something ese. He
attempts to show that Malarmé's word associations do not only refer to meanings,
therefore, they can only unjustly be caled thematic. Derrida addresses (as does
Malarmé) the materia aspects of aword, something a thematic gpproach does not
usudly do. Thematicism necessarily leaves out of account the forma, phonic, or graphic
‘afinities that do not have the shape of aword' (Dissemination, p.255). Phonic or graphic
afinities. Mdlarmeé plays with connections such as ‘cygne [swan] and 'signe [sign], or
'val' [flight] and ‘vail€ [vell or sal]. This is where the words hesitate between sound and
meaning, and where the musical character of Malarmé's poetry becomes apparent. A
nontdiscursive sonority. At times, this crestes a paradoxical Stuation. For example,
blankness or whiteness can connote both virginity (the virgind white of a page) and
sexudity (the naked skin of awhite woman). It differs from itself in the same way as
dlence differsfrom itsdf (the other) in Cages music (cf. Music, Noise, Slence, and
Sound).

Malarmés poetry isaplay of articulations, are-inscription within sequences that can no
longer be controlled. An example. 'White' does not comprise the essence of 'swan’,
because 'swan' equaly determines the vaue of ‘whité. 'White' and 'swan' have different




connotations. The inexhaudtible expressiveness of these wordsis caused by their mutua
interaction (that only increases when other words are added to the chain). Each word is
the trope of the other (cf. Van der Sijde, p.227). There is no center 'hors-texte, no
transcendenta signified that can keep this endless dissemination under control. (A change
from polysemy to dissemination) 'If there is no such thing as atota or proper meaning, it
is because the blank folds over' (Dissemination, p.258). But this folding over isnot a
chance event that happens to the blank from the outside. It is within the blank as well as
outsde of it.

[7] Can we make an andogy with Waiting? A first reading might suggest that the opening
and closing bars of Waiting coagulates into a thematized silence. The silent bars take up
an equdly important part of the rhythmic structure of Waiting asthe bars that contain
notes indicating that Cage treats both in an equa fashion. The themeisslent, i.e, the
composer cannot determine the theme. The theme isinfinitely open because every
performancefills it with the random sounds of the environment. This sllent theme will

not be limited or controlled. However, it is dternated in a horizontd movement with a
theme from the composer's hand. Silence and sounds take turns, relieving each other in
time. Therefore, they are juxtaposed to each other in more than one way: 'non-sounds vs.
sounds, non-intention vs. intention, open theme vs. closed theme, nature vs. culture, life
Vs art, ec.

Cage, however, not only composes with silence, he dso composesin slence. The slent
parts and the written notes of Waiting both join an aways aready present silence, dways
aready resounding sounds. Silence and (musical) sound are no longer each others
antagonigts. They are no longer engaged in a sequentia play. Silence does not only

harbor an infinite abundance of sounds. Important in this second reading is that sllence
has nestled itsdf in the musical sounds. Silence does not stop when Cage's premeditated
sounds resound. 'Silence has invaded everything, and thereis till music, says Cagein
For the Birds. Slence was aways dready present and it remains present. Thisis the norn+
theme of the duration. In the Slent parts of Waiting, a Sllence on slence opens. Slenceis
colored by a supplementary slence; it differs from itsdf. (‘White on white. The blank is
colored by a supplementary white'.)

| cdl this sllence of the second reading arche-silence. Waiting is Stuated between
dlence, athematization of slence (the generd rests), and arche-slence, the rising and
dissolving of differences and meanings (between slence and silence, silence and sound,
sound and sound, etc.), the folds in the musica syntax. Arche-dlenceisthe posshbility of
conceptuality, of asystem within which every concept refers to other concepts. However,
this arche-dlence is not the origin (in the traditiond sense of the word) of these
differences. It is not an in-different presence because it isitself dways pervaded by
differentiation. The arche-silence does not precede these differences. Everything 'sarts
with the differentiation. Différance. Thus, there can no longer be a matter of origin.
Arche-slence is dlence as differentiation: "The blank [slence, MC] refers to the non
sense of gpacing, the place where nothing takes place but the place. But that placeis
everywhere it isnot aste fixed and predetermined’ (Dissemination, p.257).



Cage and Noise

[1] Music. Noise. Cage. Noise and music. Noisein musc. Music in noise. Noise about
music. Cage about noise. Cage about music as a cage.

John Cage was not the firgt, nor the last composer to critically question and transgress the
borders between music and noise (in addition to the borders between music and slence
and between dlence and noise). Time and conventions will tell whether or not heisto be
regarded as the most important composer in this area. As it sands, however, it is not yet
possible to write about this topic without paying proper attention to Cage's endeavors. At
the onset of the 21t century, heis still an undisputed reference point.

[2] In accordance with traditional music history, Cage's views on music and noise can be
postioned at the end of along line of developmentsin the history of mudc. | confine
mys=lf to mentioning two names that have influenced Cage'sidess. Futurist Luigi

Russolo (1855-1947) was one of the first composers of the 20th century that attempted to
emancipate noise, for which reason he may be regarded as a precursor of Cage (cf. Noise
as Undifferentiated Sound). Cage himself, however, has referred more often to French
American composer Edgard Varese (1885-1965). 'Y ears ago, for instance, after | decided
to devote my life to music, | noticed that people distinguished between noises and

sounds. | decided to follow Varése and fight for noises, to be on the side of the underdog,
Cage remembersin 'The Future of Music' (Gena and Brert, p.38). Although Varése il
defined music as 'organized sound' - aview Cage highly contests - Cage did consider him
akindred spirit since Varése, more than anyone dse in his generation, was clearly and
actively concerned with accepting al audible phenomena as materia proper to music.
'While others were il discriminating musical tones from noises, Varese moved into the
fidd of sound itsdf, not splitting it in two by introducing into the perception of it a

mentd prejudice’ (Cage, 1961, p.83-4). Following Varese and exceeding Rusolo's
undermining moves, Cage crusades againgt the superior postion of ‘the concept of music
in the world of sound. According to Cage, it is this very concept that makes it extremely
difficult to develop an uninhibited and unpregudiced ear for sounds that one does not (yet)
count among music. Instead, one often tries to avoid, banish, or ignore these sounds
precisdy because they do not belong to the musical domain. Thereis so much in so-
cdled dasscad musc that is bound up not with sound, but with theory', says Cage (Gena
and Brent, p.182).

[3] Cageisaware of the problems that these views bring about. 'Musicians will not admit
that we are making music; they will say that we are interested in superficid effects, or, at
mog, are imitating Orienta or primitive music. New and origina sounds will be labeled
as'noise. But our common answer to every criticism must be to continue working and
ligening, making music with its maerids, sound and rhythm, disregarding the

cumber some, top-heavy structure of musical prohibitions (Cage, 1961, p.87, my itdics).
Cage composes (and argues in favor of a) music open to the sounds that are outside of it.

A non-obstruction of sounds. The sounds of automobile parts, pipe lengths, and sheets of
metal, for example. Familiar sounds, but sounds that were never before heard as music.



He asks us to free our minds from the old concepts of music and to explore waysto 'let
sounds be themsdlves. He opposes the said 'intdlectudity’ of music, ance it gandsin the
way of an acceptance of noise. According to Cage, noises are sounds that have not yet
been intellectudized. The ear can hear them directly; it cannot fit them into abstract
preconceptions. (It isthe failure of the intention to make these sounds it that condtitute
them as noise.) Sounds should gppear without positions of superiority or subordination.
Cage and noise. Cage and music. Resistance and transgression. Challenging dominant
forms of power (musicd conventions, definitions). Refusing mastery and being mastered.
Disrupting the exercise of power (of the music world).

[4] Music. Noise. Cage. Noise and music. Noisein music. The concept of music does not
interest Cage. 'If one feds protective about the word 'music’ (if thisword is sacred),
protect it and find another word for al the rest that enters through the ears. It's awaste of
time to trouble onesdf with words (Cage, 1961, p.190). However, can Cage withdraw
from this concept, this word? Can he - cagey, perhaps dressed up in a caftan - escape
from this cage? Doesn't the problem of closure remain at the heart of Cage's project? The
very gesture that carries his compositions, his ideas, beyond the conceptua closure of
music, the cage caled music, re-inscribes them within the limits of dosure; they are

bound in a double gesture, one of transgression and retoration. The transgression of the
closure can only proceed by employing the musica language and conceptudity that
resores music to itsdf. It ismusic that turns noise into (musica) experience. But Cage's
work is aso the mark of an dterity that music is unable to reduce. The decongtructive
working of Cage's compositions leaves music as afissured concept that is unable to tell
itsingde from its outsde. Cage's thinking and composing can not only be thought of as

an effort to push the concept of music towards a new border; it comprises the infinite
deferrd of its enclosing power.

Music. Cage. Cage: an open framework of various kinds (cf. OED). The concept of music
as an open framework. Impossible to close off. Impossible because an exteriority (noise)
comes to play, brush againg,, rub, press againg the limit itsdf and intervenein the ingde
(music) only to the extent that theingdeis lacking. It islacking in something and it is
lacking fromitself (cf. The Truth in Painting, p.56). Impossible because the outside
(noise) is dways dready on the insde (music).

[5] In spite of the emancipative work of such people as Russolo and Varese, Cage finds
himsdf confronted with amusical world that still defines noise as 'sounds of indefinite
pitch'. Thereisaclear hierarchy in the world of sounds: ‘'musical sounds rise above 'noise
sounds. Cage is viewed with suspicion because he explores this forbidden 'non-musica’
fiedd of sounds. Hisfirs move (drategicaly speeking, though not chronologicdly) isto
undermine this hierarchical order by introducing noise into the musical world, suggesting
they are equa to musica sounds. However, this firs move il leaves music with the
upper hand. Departing from 'musica’ sounds, a shift takes place where noise may now
a0 be ligened to as musica sounds. Cage's second move isto no longer take musical
sounds, but rather noise, as his starting point.

[6] "When Cage opens the door to the concert hdl to let the noise of the Street in, heis
regenerdting al of musc: heistaking it to its culmination. Heis blagpheming, criticizing



the code and the network' (Attali, p.136). According to Jacques Attali, Cage does
question some of the old codes (the process of musica creation, music as an autonomous
activity), but he does not yet suggest any new subgtitutions. However, it ismy belief that
many of Cage's compositions do initiate arather radica shift in our attitude towards
music. It isashift that could be called a decongtruction in music: this Srategy of
decongtruction can be identified in the inverson of the initid hierarchy between music
and noise (cf. hierarchica oppostions).

Inwhat Cage calls'amentd prgudice, music is dways the privileged, postive term
while noise represents what should be avoided, excluded, and silenced. Perhaps, one will
never be able to completdy banish noise - in the sense of unwanted sounds - however,
one can 4ill srive to do so with dl possible (technica) means since it would do more
justice to what it is al aout: music. Musical tones are taken to be the principal aspects of
acomposition; noiseis disrupting, subordinate, a meaningless factor.

Cage shifts the accent from the composing of music to the composing of/with/in noise,
thereby questioning the traditional hierarchy between the two. The point of departure
shifts from 'musicd’ sounds to 'noise’ sounds. In an interview, Cage refers to aworkshop
he conducted for composers: 'I had the lights turned out and the windows open. | advised
everybody to put on their overcoats and listen for haf an hour to the sounds that camein
through the window, and then to add to them - in the spirit of the sounds that are dready
there, rather than in their individua spirits. Thet is actualy how | compose. | try to act in
accord with the absence of my music' (Gena and Brent, p.176). Cage does not depart
from music; his garting point is noise. He wants to create a music that belongs to the
noises of the environment, amusic that will take them into consderation. He garts from
the smple fact that we are dways dready surrounded by sounds. What isimportant is
how we rdlate to those sounds. Cage formulates a clear propostion: if we try to ignore
them, they disturb us; if we listen to them, if we accept them, they are fascinating.
Agreeing with thisidea requires us to reconsider and adjust our views on music. ‘It
becomes evident that music itsdf isan ided Stuation, not ared one. The mind may be
used ether to ignore ambient sounds, pitches other than the eighty-eight, durationswhich
are not counted, timbres which are unmusical or distasteful, and in genera to control and
understand an available experience. Or the mind may give up its desire to improve on
creation and function as afaithful recelver of experience' (Cage, 1961, p.32). Two points
of specid interest. First, Cage makes clear that dl the music we hear is congtantly and
inevitably pervaded by noise, by undesirable and/or undifferentiated sounds. Second, the
emancipation of noise is not the exclusve respongbility of the composer or the musician,
but requires an active and transformable attitude on the listener's part as well. When the
listener includes the sounds of the environment in the composition, he in fact becomes
co-composer. Cage demands an open mind from the listener, a susceptible ear for dl that
sounds, better yet, for dl that sounds and that is excluded from music in the traditiond
sense. If we can rlate to these 'noise’ sounds - sounds that are dways aready there,
sounds that are aways dready part of the music, part of theinside - in a'musica’ sense,
then the digtinction between music and noise becomes very diffuse, uncertain, arbitrary.

[7] Ambient sounds. Unpredictable by nature. Variable. (Musicdly) non-intentiond. As
such, they raise the question of non-intention, of non-doing, of doing-without-doing. All
these sounds share in the absence of intention, which implies that they do not follow or



pursue a predetermined direction, meaning, or destination. It isimportant to Cage that the
act of composing does not disrupt this state of relative nontactivity. His compaositions
must be in harmony with the events of the outside world.

Waiting, a 1952 composition for solo piano, is one of many examplesin which Cage uses
noise as his garting point. Waiting starts with 16 bars of rests, which implies thet this
work of music dso conggs of dl the accidental noises in the room, whether humanly
produced or not. Within this continuous stream of (nor+intended) sounds, Cage's
prescribed tonesjoin in, hesitantly, softly, interrupted, asif they fed diffident to disrupt
the 'music that is aready sounding. Towards the end, the piano sounds have long faded
before the piece reachesits close. (In Dissemination, Derrida writes about the beginning
of Philippe Sollers nove Numbers: 'Theinitid capitd letter is sugpended by the three
dots that precede it; the origin is suspended by this multiple punctuation and you are
immediately plunged into the consumption of another text that had dready, out of its
double bottom, set thistext in mation' (Dissemination, p.334). Sollers makes us redlize
that atext is dways preceded by other texts. Thisidea carries one off to alabyrinth-like
place. Thereisno origin. Likewise, the origin of Waiting seems to be suspended by the
16 bars of rests. The ambient sounds that are dways aready present in Waiting, indl
music, are a preceding text in which another text inserts itsdf. But, of course, these
sounds are preceded by other ones for their part. Any origin is suspended.)

Music no longer drowns out the noise in Cage's works, nor should it; ‘musica’ sounds and
'noise’ sounds relate accordingly to each other. Symbiosis. Each acts as both guest and
host: musicisaguest in the domain of the noise and noiseis welcomed in the house of
music. Cage makes one aware tha every house, every home, has an opening (doors,
windows). The house of music is open; it gives entrance to the stranger, to the guest, to
noise. Cage brings us to accept the other of music, the other that is usualy repudiated,
that redlly should not exist. But conversdly, the guest invites the host into his house. The
guest becomes hogt of the host. Noise becomes the host of music. Cage denouncesthe
hierarchy that privileges 'musica’ sounds over 'noise sounds. By starting from noise
rather than from 'musica’ sounds, he turns the hierarchy upside down. The music appears
in the margins of ambient sounds and becomes an integra and specid part of noise;
music is grafted onto noise. Musicd sounds become part of a composition that aready
contains ambient sounds (on the condition that it does so in aresponsible and non-
disruptive manner). But dl this hgppens within the domain of music. Waiting ismusic. It
isacompodtion. It isa part of music history, part of an ingtitution. There is no pure and
ample absence of the frame. So, in fact, musica sounds enter the domain of music. They
enter their own home as if they were coming from the outside, as if they were guests,
drangers, noise. They enter their own domain thanks to the guest thet is at the sametime
the host. What happens? A smultaneous appearance of two irreconcilable hypotheses. It
happens. Not once, but again and again.

[8] 'Nothing was logt when everything was given away. In fact, everything is gained. In
musicd terms, any sounds may occur in any combination and in any continuity' (Cage,
1961, p.8). Waiting. Disclosure. Transgression. No longer are noise and music opposng
poles of acontra-digtinction. There is no contra- distinction anymore; 'noise’ sounds and
'musical’ sounds become subspecies of an arche-noise (or, perhaps, we can il just cal it
sound), an arche-noise that opens the play of differences. First made conscious, then



subverted, the opposition now dissolvesin a play of non-stable meanings, in which
ground and figure easly change places. An endless displacement. An abyss.

[9] Noise and music. Noisein music. Mudc in noise. For Cage, deconstructing the border
between noise and music is not an isolated endeavor, but a critica questioning of the
border between art and life as well. After a concert, someone from the audience
goproached him with the following complaint: That kind of music if you cdl it music
should not be played in apublic hal, because many people do not understand it and they
dart talking or tittering and the result is that you can't hear the music because of dl these
extraneous sounds ... The music could be played and possibly appreciated, in a home,
where, not having paid to be entertained, those listening might listen and not have the
impulse to titter or having it out of decorum squelch it and besdesin ahome it ismore
comfortable and quiet: there would be a better chance to hear it' (Cage, 1961, p.135).
Cage's response makes clear that the opposition of noise-music cannot be perceived
without taking the oppogtion of life-art into congderation, and that his attention to noise
also0 serves to transgress that opposition. 'Now what that someone said describes the
desire for specid cut-off-from-life conditions: an ivory tower. But no ivory tower exists,
for thereis no posshbility of keeping the Prince forever within the Pdace Walls. He will,
nilly-willy, one day get out and seeing that there are sickness and desth (tittering and
talking) become the Buddha. Besides at my house, you hear the boat sounds, the traffic
sounds, the neighbors quarrding, the children playing and screaming in the hdl, and on
top of it dl the pedds of the piano squeak. There is no getting away from life' (Cage,
1961, p.135). At the root of the desire to appreciate a piece of music 'as such', to hear it
without the unavoidable extraneous sounds, is the idea that amusical work is separated
from the rest of life. Cage objects (cf. Slence and Desath). He points out in various ways
that non-intended sounds, sounds that need to be excluded because they are disruptive
and reside outside of the music, are dways dready part of the music, part of the insde.
The rests a the start and the end of Waiting refer to the problematic difference between
living with dl the sounds from everyday life and the intended sounds of music. This
composition does not begin with the first piano sounds, nor does it end with the fading of
the fina sounds. Before the piano isfirst heard, Waiting is aready 98 seconds on its way;
after the piano sounds disappear again, the piece ill has another 18 seconds to go. The
beginning and the ending of Waiting (thet is, the beginning and ending of this piece of
music) is a the heart a play with the demarcation of musica sounds from sounds that do
not (yet) belong to music. Isit dready musc? Isit sill music? A play. A play with

music. A play by music. A play in musc.

[10] Noise vs. music, non-intended sounds vs. intended sounds, life vs. art; the
oppositiona pairs resonating dong with the first opposition form an ever-extending
thread. However, the differences are not cancelled out. Noise and music, art and life do
not really merge in Cage's work. His 'anti-art' still operates within an aesthetic abstraction
amilar to art. But the aesthetic isolation and abstraction are questioned. The borders are
permesable, shifting, insecure (cf. Dahlhaus, 1984, p.49).



Cage and Silence

| amtrying to describeit ... It was a tone in which all tones resounded while at the same
timeit contained all the silence. (Psychologist Sivia Ostertag during a masterclass of
cellist Pablo Casals).

[1] In Cage and Noisg, | investigate the way in which John Cage decongtructs the borders
between music and noise. More familiar, perhaps, isthe way in which Cage has
concerned himsdf with the relaion between music and silence. 'We should listen to the
slence with the same attention that we give to the sounds, writes Cage. His point of
departureisthe smple, but crucia observation that the materials of music consst of
sounds and silence; that to composeisto articulate these two. The only parameter of
sound that is shared by slence isduration. 'If you consider that sound is characterized by
its pitch, itsloudness, its timbre, and its duration, and that silence that is the opposite and,
therefore, the necessary partner of sound, is characterized only by its duration, you will

be drawn to the conclusion that, of the four characterigtics of the materid of musc,
duration, that is, time length, is the most fundamental. Silence cannot be heard in terms of
pitch or harmony: it is heard in terms of time length’, Cage sates in alecture on Satie
(Kostelanetz, p.81). From this, Cage finds that the underlying structure of music can no
longer be based on harmony and tondlity (Beethoven), or on the twelve-tone system
(Schonberg). The underlying structure of music is rhythmic. There can be no right

making of music that does not structure itsdlf from the very roots of sound and silence -
lengths of time (Cage in Kostdlanetz, p.81-2).

[2] A centrd role of duration. A centra role of the concept of silence. During the course
of Cagéslife, histhoughts on slence have undergone some changes, indluding the way it
appears throughout his compaositions. In hisarticle, 'So etwas wie Stille gibt es nicht'

[ Thereis no such thing as silence], Eric de Visscher ditinguishes three stages that may
serve to mark out Cage's devel oping thoughts on silence. The stages are a structura
notion of silence, a spatia notion, and slence as the absence of any intention or
purposiveness (cf. Visscher, p.48-54). These three notions will be e aborated upon below.
(One comment: Unlike De Visscher, | do not regard these stages as a chronological
development, but as an andyticd toal. In any given time period, Cage may work in
various ways. For example, he may drop some of hisideas while reactivating others from
the past. Thereisno linear progression; it is more like layers overlgpping one another.)

[3] A structurd notion of Slence.

At firgt, Cage conceives of slence in atraditiona way, as the absence of sound, or as
minima sound activity. Already, however, Slenceis not just a negativity to Cage. The
atention to slence adsin uncovering musica sructure since this can only be determined
by duration (see above). By assigning the primacy of the musical parameters to duration,
Cage not only opens music to silence, but to al sounds of any quality or pitch. Music
becomes an empty (slent?) concept from which any type of sound may emerge. Silence
acquires an important role: only through silence can the musicd materia adopt many



types of sounds.

A reversal takes place. A reversd in (thinking on) music. A reversd in the traditiona
hierarchy in music where silence is secondary and subordinate to sound (cf. Visscher in
Nauck, p.8). Silence becomes an absol ute prerequisite for the introduction of al sounds
to the musicd domain. This new (concept of) music originates from slence. A reversa
for sure. However, this structura notion of silence till leaves Cage bound to ardatively
classcd attitude asiit rests on the definition of silence as the absence of sound. The
relation between sound and sllenceis horizontal, that isto say, they take turnsin
succession, thereby excluding each other. The musica structure rests on their order and
mutua excluson (cf. Visscher, p.49).

[4] A spatid notion of silence.

Cage's 'Lecture on Nothing', areading from 1950, sgnds ashift in histhinking on
dlence. Heredizes that the important role of slence regarding musica structure does not
yet establish afull recognition of its postive qudities. Cage wants to avoid approaching
slence from a negetive point of view, i.e., as abosence of sound. At the beginning of
‘Lecture on Nothing', he attempts to arrive at a different relationship towards silence.
'What we require is sllence; but what silence requiresisthat | go on talking ... But now
there are silences and the words make help make the silences ... We need not fear the
slences, we may love them' (Cage, 1961, p.109-10). Silenceis no longer the absence of
sounds; slence itsdlf congsts of sounds. Silence begets sounds. Chiasm. Reversihility.
Through the intertwining of slence and sound, their mutud penetrability now becomes
gppreciated. Each retains a part of its antipode; each requires the other asitsframe. The
necessary interdependency between sound and silence relates to two principal aspects.
dlenceisnot only the precondition for sound - this means that sillence contains sound -
every sound in turn harbors silence aswell. (According to Martin Zenck, the ‘Lecture on
Nothing' points out that the words of spoken language by which the sllence is demarcated
arein fact the precondition for slence.) The latter principle manifestsitsaf especidly in
compositions that are on the outer limits of audibility, such as Waiting (cf. Cage and
Noise). Inthis'slent piece, slence does not disappear when atone resounds, rather, it
continuoudy resonates along with the tones. Here, avertical conception of slence comes
into play. Sound and slence develop in a pardld way without mutud excluson; the one
is aways dready present in the other (cf. Visscher, p.49-50).

[5] A spatid concept of slence. Slence as a gpace that is dways dready pregnant with
sounds. And vice-versal The relation between silence and sound becomes more complex.
To Cage, it no longer suffices to Sate that slence and sound are mutualy dependent in
order to exigt, or that sound emerges from silence. Cage reverses thisidea: slence
resounds in sounds. Silence becomes more prominent when traces of silence in sounds
are detected. 'Music dready enjoys inaudibility (silence)’, Cage writes (Kostenaetz,
p.116). After his ‘'Lecture on Nothing', Cage's thoughts on silence and sound go through a
shift that is embodied in his'Lecture on Something'. (The opposition of slence-sound,
together with oppositions such as nothing-something, desth-life, law-freedom, etc., form
an entire chain of apparent oppostions in Cage's universe that can no longer be thought
as oppositions. As such, they are objects of a strategy of decongtruction in music.)

‘It is nothing that goes on and on without beginning middle or meaning or ending.



Something is dways starting and stopping, rising and fdling. The nothing that goesonis
what Feldman spesks of when he speaks of being submerged in silence. The acceptance
of deeth isthe source of dl life. So that listening to this music one takes as a pringboard
the firgt sound that comes dong; the first something springs into nothing and out of thet
nothing arises the next something; etc. like an aternating current. Not one sound fearsthe
glence that extinguishesit. And no slence exists thet is not pregnant with sound' (Cage,
1961, p.135). Slenceis (not) nothing; it is no longer the absence of sound. It consists of
al the ambient sounds that make up amusical space, a gpace of which the borders cannot
aways be clearly defined. Slenceis the space in which sounds occur. Sound and silence
are Smultaneoudy present with one congtantly carrying traces of the other. Cage now no
longer reverses the hierarchical oppostion (where sound or music is primary and sllence
is secondary). Instead, he undermines the opposition as awhole. Sound and silence
become two versons of a generdized arche-silence with the result that they both acquire
adifferent satus.

[6] Aslong as Cage holds onto the structura notion of silence he has no need to give up
the idea of slence as emptiness. However, his merging of silence and life brings about a
digpersion of the difference between silence and (ambient) sounds. Thiswas not just a
theoretical thought construct. Evidence of this can be found in Cage's recollection of an
experience in asoundproof chamber at Harvard University. 'For, when, after convincing
onedf ignorantly that sound has, asits clearly defined opposite, silence, that since
duration is the only characterigtic of sound that is measurable in terms of slence,
therefore any vdid structure involving sounds and silences should be based, not as
occidentaly traditiona, on frequency, but rightly on duration, one enters an anechoic
chamber, as slent astechnologically possble in 1951, to discover that one hears two
sounds of one's own unintentiona making (nerve's systematic operation, blood's
circulaion), the Stuation one is clearly in is not objective (sound-silence), but rather
subjective (sounds only), those intended and those others (so-called silence) not intended
(Cage, 1961, p.13-4). Silence cannot be the absence of sound: There is no such thing as
slence, Cage concludes (Cage, 1961, p.191). Slence congsts of al existing sounds
(slence aslife) that surround us (sllence as spatid dimension) (cf. Music, Noise, Silence
and Sound). This ultimately opens the musical world to the entire world of sounds,
induding non-musical sounds (cf. Visscher, p.51). By doing so, Cage aso undermines
the distinction between centra and periphera tone properties that were natura for
centuries in European music. Intengity and timbre are no longer subordinate to the pitch
and duration of the tone. They no longer add 'color’ or 'spice' to these so-called centrd
properties, rather, they are to be regarded as independent and equal parameters. The
traditiona hierarchy between the secondary tone properties (expresson and coloratura)
and the primary, dructurd parameters (tone duration and pitch) is now implicitly subject
to recons deration.

[7] Slent music. Like Waiting. This composition does not contradict the properties of
dlence. The sounds retain the 'reverberation of nothingness from which they originate.
Obvioudy, this slenceis not to be understood as ordinary silence. Slence can be full, dl
encompassing, indeed, it may even be loud. During the first sixteen bars of Waiting, a
world of sounds unfolds that was excluded from the world of music for the longest time,



Since Cage cannot and will not manipulate these sounds, it is dways unclear what these
sounds will be. The tenuous piano sounds that join these ambient sounds from bar 17 on
will not drown them out. The 'slence remains audible throughout the piano part and is
inextricably integrated in the composition. Silence and (musica) sound are both present
a the sametime. One is not reduced to the other. Thereis no hierarchical relation either.
The sounds of the piano engage into a didogue with their environment; they join the
dready present sounds respectfully, that is, without too much disturbance, and modestly
retreat before the piece reachesits close. A double silence. A firgt sllence frames the
musical piece (aslence framed by the concept of music in turn). A sllence around musc,
but only experienced through music. A second silenceis not a background silence, but
converges with the musica piece. Silence on slence. Silence in music.

[8] Silence asthe absence of any intention.

After describing his experience at Harvard, Cage writes that the difference between
sound and silence cannot be a property of an object or a Stuation snce sound is
ubiquitous at dl times. Therefore, adivision between the two rests on adistinction
between intended and nortintended sounds. In his 1958 reading, ‘Composition as
Process, asummary of hisideas on slence, Cage returnsto this matter. 'Formerly,
slence was the time lapse between sounds, useful towards a variety of ends, among them
that of tasteful arrangement, where by separating two sounds or two groups of sounds
their differences or relaionships might receive emphasis, or that of expressivity, where
dlencesin amusicd discourse might provide pause or punctuation; or again, thet of
architecture, where the introduction or interruption of slence might give definition either
to a predetermined structure or to an organicaly developing one. Where none of these or
other goas are present, silence becomes something else - not silence at all, but sounds,
the ambient sounds. The nature of these is unpredictable and changing. These sounds
(which are called silence only because they do not form part of a musical intention) may
be depended upon to exist. The world teemswith them, and is, in fact, a no point free of
them' (Cage, 1961, p.22-3, my itdics). Silence no longer coincides with itself, but
transforms into unpredictable and changing ambient sounds from which one cannot
escape. These sounds are called 'sillence’ because they are nonrintentiond. It isthe
presence or absence of an intention, meaning, or purpose that distinguishes musicd
sounds from slence. Silence is not merdly the absence of sounds;, something is called
slence when there is no gpparent connection to the intentions that produce these sounds.
(Thismeans that there is no essentia distinction between slent silence and loud silence
according to Cage. They both lack intention.)

Out of respect for these sounds, Cage takes care that his compositions do not disrupt this
sate of nortintentiondity or Slence. He arguesin favor of 'acomposing of sounds within
auniverse predicated upon the sounds themsalves rather than upon the mind that can
envisage their becoming into being' (Cage, 1961, p.27-8). Musica sounds should bein
harmony with the sounds of the outside world. Silence becomes a perceivable presence
(i.e., the sounds that surround us) and composing is about finding sounds that respect this
dlence. 'When | write apiece, | try to writeit in such away that it won't interrupt this
other piece which is aready going on' (Cage in Duckworth, p.15). Cage writes hismusc
on the sounds that aways dready surround it. Arche-silence. Not aword, not a concept



that can be defined. Arche-slenceisthe play of differences (among music, silence, and
sound). Arche-dlence makes possible this play of differences.



Music and/as (Dis)Order

[1] Point of departure: music and noise. Music vs. noise. Music condtitutes the positive
term, noise comprises the negative term. The negative of musical sound isnoise. Noiseis
an undesirable sound, the static on a telephone, the unwrapping of cellophane candies
during Mahler. Noise is any sound that interferes; it contaminates what we want to hear.
Music is often defined as a pattern of organized sounds, ddliberately created in order to
produce certain effects, while noise is thought of as sounds that occur naturally or
randomly. The steady periodicd, Sable vibrations of music are in clear contrast to the
non-regular and fragmentary vibrations of noise (cf. Nattiez, p.45. cf Murray Schefer,

p.5).

[2] In Noise, French thinker Jacques Attdi apparently develops asmilar outlook.
According to Attali, the history of music can be seen asthe higtory of the ordering of
noise in codes. However, the impact of music goes beyond this. Attdi regards the ability
of music to bring about discipline among its mgor functions. Music can be regarded as
an affirmation of the possibility of establishing order in the socid. Music is used and
produced in an attempt to make people forget the general violence, to make people
believein the harmony of the world, and to silence and censor al other human noises
(Attali, p.19). When music banishes noise, it (symbolicaly) proscribes violence in amore
generd sense. Thus, music Smulates the accepted rules of society. An example. To
Attdli, the entire history of tonal music amounts to an atempt at making people believe
there is harmony in order. [Tond] music made harmony audible. It made people beieve
in the legitimacy of the existing order’ (Attdi, p.61). Dissonances (conflicts and
sruggles) are forbidden, unless they are merdy margina and resolved in a higher order
and ultimate harmony.

Make people forget, make them believe, sllence them. In dl three cases, muscisan
ingrument of power. Attali especidly sees supporters of totditarianism as being very
gopreciative of music asapaliticaly and socidly regulative tool: They have dl

explained, indigtinctly, that it is necessary to ban subversive noise because it betokens
demands for cultural autonomy, support for differences or margindity' (Attdi, p.7). They
advocate a concern for maintaining tondism, the primacy of the melody; they distrust
new languages, codes, instruments, and refuse the abnormd. Even so, Attdi further
expresses, in democracies, music isno less used as a'bulwark againg difference, asan
ingrument for controlling noise, as an indtitutiondization of the slencing of others. The
disciplining capacity merely takes on aless violent, subtler form in these societies. In
both cases, however, the normdization and disciplining of and by music meansthe
excluson of noise, of disorder.

[3] The other of musicisnoise. In an historicd overview, Attdi observesthat noiseis
long regarded as a 'threat of death'. Noise is considered a symptom of destruction and
pollution and, on a physica level, asource of pain. Beyond a certain limit, it can become
adeadly wegpon: 'Noiseisviolence: it disturbs. To make noiseisto interrupt a
trangmission, to kill. It isasmulacrum of murder’ (Attdi, p.26). If noiseis the auditory



devil, then music is the minigtering angd: The whole of traditionad musicology andyzes
music as the organization of controlled panic, the transformation of anxiety into joy, and
of dissonance in harmony' (Attdi, p.27). Tona music in particular absorbs noises and
restores order by repressing the tragic dimension of lasting dissonances. Repeated
dissonances are prohibited and a tona piece can certainly not have a dissonant ending.
Dissonant music would be the expresson of a deficiency and the failure of the channdling
of violence. The term, dissonances, in Attdi's argument should be viewed, however, in
the broad sense of dl unwanted sounds and any serious infringement on the existing
order. And when Attali addresses music's Sandardizing and disciplining function, he not
only refersto (tond) music: it includes the educative role of conservatories, the
hierarchical organization of orchestras, the passve stand of audiences, the rise of all

kinds of organized interest groups, the standardization of production processes, etc. All of
these help to banish dissonances. Consequently, amusic world develops, one that has no
use for disorder or noise. It might even be better to say that certain noises are neutrdized
immediatdly after they are introduced into the indtitutionalized music world, where they
are deprived of any harmful impact and adapted into a comforting and reassuring order.

[4] Attali concelves of music as aform of sublimation. Music can be regarded as an echo
of the sacrificia channding of violence. Dissonances are removed from it in order to

keep noise from soreading. In this way, it mimics the ritudization of murder in the space
of sound (cf. Attali, p.28). However, it is precisdy in this'channding of violence and in
this ritudization of murder' that music can no longer maintain itself asthe other of noise,
as the exclusvely positive term opposed to noise as negtivity, as order vs. chaos, as
culture vs. nature. (A wide range of oppositions could be added to these.) Gradualy, an
orderly anadlyss becomes disrupted. Severd sgnds interfere with the reception of Attdi's
message. And heisaware of it. Early in hisbook, Attai areaedy refines his argument on
the disciplining function of music. ‘A subversive strain of music has dways managed to
survive, subterranean and pursued, the inverse image of this political channdization:
popular music, an instrument of the ecdtatic cult, an outburst of uncensored violence ...
Here music isalocus of subverson at odds with the officid religions and centers of
power ... Music ... is Smultaneoudy athreat and a necessary source of legitimacy' (Attali,
p.13-4). The subversve eement is no less a characteristic of music. An aspect of music
that Attdi il triesto digplace to the margins of music history (he mentions certain pop
music or music played a Dionysian feasts) seemsto reved itself precisdy through the
ritua aspect that music carries with it as a phenomenon that permeates all music. Music's
ambiguous role as integrator and subverter leads to Attali's somewhat casua, but
important remark ‘'the rupture music contains within itself'. Musc affirms society and
disciplines qudity. But a the sametime it isimbued with subversve dements, dways
dready carrying the other (noise) with it. Every association that was connected to noise -
destruction, disorder, aggression against code-structuring messages - turns out to be
inseparably connected to what seemed to be diametrically opposed to noisg, i.e,, music.
(Incidentdly, thisis not a new or remarkable phenomenon. In Classical Music and
Postmodern Knowledge, Lawrence Kramer writes that especidly in the 18th and 19th
century, music was dmost exclusively thought to be representing the subversive, the
disorder, the other.)

'With noise is born disorder and its opposite: the world. With music is born power and its



opposite: subversion’ (Attali, p.6). This should not be understood as the positive term that
nonetheless brings about its own negative with the negative remaining outsde of it.

Rather, the negative is dways dready a part of this pogtive term; it is not Stuated next

to, but right in the middle of it.

[5] Ultimately, Attdi observes anew music emerging towards the end of the 20th
century, asubversive music. Music turns againg itself. Asyet subject to the power of the
economy that music itself helped to create, 'the seeds of anew noise, anew music, loom
up. The entry of noise into music (Attali mentions Luigi Russolo, John Cage, and Jmi
Hendrix as examples) represents only afirg stage of this development, the liquidation of
the old codes. Attali pointsto another practice: making music on one's own without
having a preconceived god, without holding on to aready existing codesand rules. Itisa
practice that is concerned more with the process of making music and mutud
communication than with results (cf. Teaching a Supplement). He callsthis practice
‘composition’”: 'Composition ... plugs music into the noises of life and the body, whose
movement it fuels. It isthus laden with risk, disquieting, an ungtable chalenging, an
anarchic and ominous festiva, like a Carniva with an unpredictable outcome. This new
mode of production entertains avery different relation with violence: in compaosition,
noiseis till ametgphor for murder. To compose is Smultaneoudy to commit a murder
and to perform a sacrifice. It isto become both the sacrificer and the victim, to make an
ever-possible suicide the only possible form of desth and the production of life' (Attdli,
p.142-3). Music and noise, order and disorder, stability and ingability. They have
become one here, inseparably connected to one another. An order is established in the act
of making music, but this order is once-only, unique, singular, non-compelling, varidble.
In'composition’, sahility is perpetualy called into question. ‘Composition’ isinscribed in
the permanent fragility of meaning. Thismusicis a the sametime, noise. It isat oncea
setting of rules and a questioning and undermining thereof. The same and the other
amultaneoudy. The other within the same,

In her afterword, Susan McClary calls Attali's book 'noiseg’; it is anoise (non-sense,
disruption) againgt the neat ordering of indtitutionaized music scholarship and traditiond
(formdigtic) musicology (cf. Attdi, p.149). To make adight digtinction from McClary's
view, however, it should be noted that this disorder dso contains aclear order. Following
linear musica historiography, Attdi distinguishes four stages in the development of

music from the ancient Greeks to the 20th century. The disadvantage of such amodd,
such categorizing thoughts, is thet it excludes exceptions, it has to exclude music that
does nat fit in these stages. Does Attdi leave out the noise? In complete accordance with
the imperative logic of belief in progress and a certain unifying pursuit thet disdlows any
subversve or deviant elements, Attai ketches a series of changesin music and inthe
music world that leaves little room for aternatives. Ultimately, however, Attdi's order
becomes permested by a disorder. He describes the final stage of the musical
development, ‘compasition’, as 'the permanent affirmation of the right to be different ...
the right to make noise, in other words, to create one's own code (Attdi, p.132). If this
can be understood as doing justice to the other, the particular, the singular, then there can
be no conceivable coordinating order that would encompass this. ‘Composition’ has
become an ambiguous term, an undecidable in which order and disorder intermingle and
merge.




[6] Music vs. noise. Order vs. disorder. It is not that smple. Order and disorder are both
present within music. Music is order and disorder.

What about the negativity of noise? Despite its connection to ‘athreat of deeth’ and ‘a
gmulacrum for murder’, to Attai noiseis not an exclusvey pgorative term. Noise isthe
source of mutations in structuring codes. 'A network can be destroyed by noises that
attack and transform it, if the codes in place are unable to normalize and repress then'.
And he continues. 'Despite the degth it contains, noise carries order within itself' (Attdi,
p.33, my italics). Noiseis not meaningless; it creates (new) meanings. First, noise
sgnifiesthe interdiction of the transmitted meaning; it Sgnifies censorship and rarity.
Second, noise, by unchannding auditory sensations, frees the listener's imagination. The
presence of noise makes meaning. It makes possible the creation of anew order, of anew
code, another network (cf. Attali, p.33). Noiseisno longer pure disorder, but isitsalf
aways dready permeated by its opposite, order. While music in its quaity of channeling
violence always dready carries the violent with it, noise dways dready contains a certain
order. A congtant crossover takes place on the border between music and noise that was
once well defined and aptly controlled. ‘Catastrophe isinscribed in order, just as crisisis
inscribed in development. There is no order that does not contain disorder within itsdlf,
and undoubtedly there is no disorder incapable of cresting order' (Attali, p.34). Noise
clearly does not lead towards anarchy, but to new order recreating a system of differences
on adifferent level (Attdi, p.34). A profound identity between noise and differences.
Remarkable. Earlier in his book he describes music in the exact same way as he sets
music and noise dongside each other: 'Music responds to the terror of noise, recreating
differences between sounds (Attdi, p.28). Thislast comment dready seemsto indicate a
reversd of the earlier gatement that music isa'bulwark against differences (see above).
Does music function as an opposition againg indifference (noise) or rather, againg a
radica difference (noise)? Or, is hoise an opposition againg the indifference of an

existing code that has aready become weak through use? Moreover, thereisthis
datement: 'Firgt, music - achanndlizer of violence, a crestor of differences, a sublimation
of noise, an atribute of power - createsin festival and ritud an ordering of the noises of
the world. Then - heard, repeated, regimented, framed, and sold - it announces the
ingtdlation of anew totalizing socid order' (Attdi, p.23). Here, musicisfirg presented
astheingdigator of differences (Between noise and music? It remains unclear here)) only
to subsequently suppress each and every difference (noise?) with brute force. Attali
regards music 'as a succession of orders (in other words, differences) done violence by
noises (in other words, the cdling into question of differences)’ (Attdi, p.19). Music
should perhaps be associated with a stable maintenance of differences, whereas noise
would represent the development of anew system of differences. However, when thisis
about an internd liquidation of codes where music cregtes the internd conditions for its
own rupture, the distinction between noise and music becomes very unclear again.

[7] Attdi proves to have varying thoughts in severd passages about music, noise, and
how they relate to each other. Could it therefore be appropriate to think of Attali's book
as a 20th century compaosition in which the transamisson of a message is disrupted
(willfully or unwillfully) by a subversve noise? The noise of decondruction? In amost
generd sense, the first notion that presents itsalf to the reader of Noiseistheideaof



putting music in opposition to noise. Noise isthe radica other of music. The statement,
'Music isinscribed between noise and silence’ (Attdi, p.19), reads as though the borders
of music, noise and silence are clearly marked or can be clearly marked. Three coexisting
entities. Above, | outlined the ways in which the borders between noise and music
dissolve in his argument. While noise is characterized by the adjective 'subversve,

music, too, turns out to have a subversive sde. Where initidly noiseis equated to
disorder, it dso brings on order from within its own core. In yet another passage, Attali
seems to want to label noise as a secondary category that merdly exists by the grace of an
antipodd positivity: 'A noise is aresonance that interferes with the audition of amessage
in the process of emisson. A resonance is a set of smultaneous, pure sounds of
determined frequency and differing intengity. Noise, then, does not exist in itself, only in
relation to the system within which it isinscribed: emitter, transmitter, receiver' (Attali,
p.26-7, my itaics). Here, much more emphaticaly than in the preceding remarks, noise
seems to merge as negativity into agenera category of music, ahierarchicd rdationin
which noise is designated aless prominent place condituting a negeative part of music. In
the same paragraph, however, Attali writes, 'All music can be defined as noise given form
according to acode (Attali, p.25). Here, Attali defines noise as the genera category of
which music is asubspecies. Music ssemsto require noise in order to define itsdf. The
fundamental status of music must be deciphered through that of noise: Noiseis aweapon
and music, primordidly, is the formation, domestication, and rituaization of that wesgpon
asasmulacrum of ritua murder ... In the space of noise it symbalicaly sgnifiesthe
channdling of violence and the imaginary, the ritudization of amurder subgtituted for the
generd violence, the affirmation that asociety is possble if the imaginary of individuas
issublimated' (Attali, p.24 and p.26-7, my itaics). And in the same part of the text, he
cdls music 'achanndization of noise. In these citations, noise precedes music. Or, noise
seemsto reved itsdf here asakind of arche-noise in which music, noise, (and silence)
become manifest as (hardly) ditinguishable categories. Arche-noise. Thisaso
legitimizes Attdi's pronouncement that ‘the theory of noise ... should thus precede the
Sudy of the artifact that isthe musical work ... The political economy of music should
take asits point of departure the sudy of the materid it highlights - noise' (Attali, p.26).
The road to music runs through noise; better yet, noise is the road that leads us to the
music sSince the codes for music rest in noise (cf. hierarchica oppositions).

[8] What characterizes noise and music - both contain order aswell as disorder - dso
aopliesto the muscian. Especidly the socid position of the musician reveals acertain
ambivaence, an equivocality that is not an oppositiond pair, but rather, amutua
pervasiveness.

In many pre-Socrdtic cultures, musician, priest and officiate was often a sngle function.
The digtinction between musician and non-musician, clergy and laity represents one of
the first socid differentiations and divisions of |abor. Shaman. Musician. He holds a
specid socid function, an exceptional position, a unique satus. Heisapart of society as
much as heisoutsde or above it: The musician is a the same time within society, which
protects, purchases, and finances him, and outside it, when he threatens it with his
visons. Courtier and revolutionary' (Attdi, p.11). On one hand, the musician affirmsthe
exiging order through his dliance with political power, while on the other hand, his
music, inits qudity of transcending the everyday, remains dangerous, disturbing, and



subversive. The musician, like music, isambiguous ... If an outcast, he sees society ina
politica light. If accepted, heisits historian, the reflection of its degpest values. He
gpesks of society and he speaks againgt it' (Attdi, p.12).

Ancient cultures produced a caste of musician-priests who were endowed with
supernaturd or civilizing powers, reputed medicind effects of music dlowed musicians

to function as thergpids. In other ancient civilizations (Idamic societies, Perga),

musi cians were often daves or progtitutes who were not alowed to Sit and have dinner
with common people at the same table. But even in these societies the musician's Satus
was dud, smultaneoudy excluded (relegated to a place near the lower end of socid
hierarchy) and superhuman (the genius, the adored and deified gtar) (cf. Attali, p.12).
The musician. Part of society and outside it, often at the same time. In many respects, the
musician resembles the phar makos that Derrida speaks of in 'Plato’'s Pharmacy'
(Dissemination, p.128-134). Therefore, it is not remarkable that Attali also refersto this
figure The musician: the sacrificed sacrificer; the worshipped and excluded Pharmakos;
Oedipus and Dionysos (Attdli, p.30). Like the pharmakos, the musician, too, is on the
borderline between saint and cursed, benefactor and criminal. He assuages people and
grants them a temporary escgpe from everyday life, but at the same time he remains an
outcast prone to scorn and humiliation. In medieva times, the Church adopted an
ambivaent stland with respect to hismagical practices, recognizing him as beneficid
insofar as he heded, harmful insofar as he incarnated the powers of evil. In the Dionysian
rites of ancient Greece, the musician was a subversive, a odds with the officid religions
and centers of power. Sometimes, however, society tolerated these rites, or attempted to
integrate them into the officia religion (cf. Attali, p.13). Musician and pharmakos: both
are on the borderline of being tolerated, even appreciated, and expelled.

Throughout the 18th century as wdll, the musician found himsf in the dud postion
between order and subverson. On one hand, he still maintained a certain loyaty towards
his patrons. Linked to courtly powers, 'hismusic isareminder that, in the persona
relation of the musician to power, there subsists a smulacrum of ... an order imposed on
noise (Attdi, p.48). On the other hand, he becomes aware of the fact that he could
associate himsdf with economic powers other than just the courts. A burgeoning
autonomy alows the musician to reate to the existing powersin afar more critica
manner than before (cf. Attdi, p.50).

Although Attali recognizes and Stuates the dudity of the musician's postion primarily in
the pre-indudtrid era, the same characterization holds true for many contemporary
muddans. Many pop sars, for example, function asidols or even gods in our secularized
society. Adored and worshipped. Many fans want nothing better than to take on the role
of pop gar. Asthey develop from smdl time musicians to star celebrities, these pop sars
represent the idea of ‘the American Dream'. By doing o, they confirm an existing
hierarchical order that alows anyone to reach the top if they adhere to the rules of the
political and socid game. Still, the same musicians rdate to subversive demerts that
remain inseparably atached to music, arebellion againg the existing order (free sexud
mordity, use of drugs, obscene or blasphemous lyrics, etc.). The musician isthe symbol
of themargind, of disorder, and of subverson aswdl. Often, thisis precisgly why heis
envied. Protector and criticizer of the existing order and a the same time neither one, nor
the other. At once music and noise.



Music, Noise, Silence, and
Sound

[1] Cage saysthere is no such thing as slence. If so, what is Slence? I's sllence sound?
Noise? Music?

In'Wetenlarm, Schweigen, Still€, Thomas Macho asserts that the modern world has
become much louder (acougtica pollution). Thiswould be partly due to the extensive
industrialization of our society. On the other hand, our world has become more musica
aswdl: the omnipresence of music suppresses and neutrdizes noise (as undesirable
sound). Macho believes that the musical avant-garde of the 20th century responds in three
different ways to this twofold acoustical expansion, two of which are rdlevant here. Firg,
the dismantling of tona relations by the Second Viennese School has prepared and
enabled an invasion of noise on the musical world. In other words, the battle against
tondity has aso been a battle againgt the suppresson of noise by and in music. (A

strange Stuation occurs. Noise is suppressed by noise. Noise outside the domain of music
is suppressed by noise - that can contain the same sounds - within music.) Second, the
composers from the Second Viennese School set out to explore the effect and the
functioning of dlence. According to Macho, the focus on slence condtituted a new

music. He (understandably) mentions Cage's composition 4'33" as an example par
excdlence. 4'33". A composition in three parts where each movement is to be played
according to the smple ingtruction ‘tacet’ (be slent).

[2] In complete accordance with tradition, Macho puts these two concepts (noise and
dlence) in near diametrica opposition to each other. However, it is precisely Macho's
example - 4'33" - that can be understood as undermining this seeming opposition. After
his experiment in the anechoic room, Cage concludes that both the sounding and the
dlent partsin apiece of music are filled with sound. (Inside a soundproof room, Cage
gill heard two sounds - hisblood flow and his heartbest, and this brought him to the
redlization that Slence does not exist.) He bdievesit isignorant to think that sound has
dlence as aclearly defined opposite. According to Cage, silenceis dl the sounds that we
do not intend. Silence means the entire range of sound. There is no such thing as absolute
dlence. Therefore slence may very well include loud sounds and more and morein the
twentieth century does. The sound of jet planes, of Sirens, et cetera. For instance now, if
we heard sounds coming from the house next door, and we weren't saying anything for
the moment, we would say that was part of the slence, wouldn't we? says Cagein an
interview (Kostelanetz, p.166).

| don't know if | would answer Cage's rhetorical question in the affirmative. Perhaps|
would say that sounds were intertwining here with silence. But thet is besides the point.
Theimportant idea Cage brings forth is that silence always contains sounds. Sounds as
part of slence. Silence includes loud sounds. Silence becomes something other than
itself. It becomes sound, the ambient sounds that the world is never without. Absolute
slence does not exist; there are ways sounds as long as we live and are able to hear



them (cf. Silence and Death). And music? Musgic itsdf isjust an ided Situation because it
would require us to ignore ambient sounds indluding undifferentiated or undesirable
pitches and timbres (cf. Cage, 1961, p.32).

[3] Cage's music is made up of sounds, that isto say, both those that are written down
and those that are not. The onesthat are not written down appear as sllences in the score,
and open the doors of the music to sounds that are present in the actua setting.
Hospitality. Cage's music as a hog, inviting the stranger, the other, to enter its home.
Cage compares his music to the glass houses by Mies van der Rohe and the wire
sculptures of Richard Lippold. The glass housesreflect their environment. And through
Lippold's network of wires one can see other things or people. These works reveded to
Cage that there is no empty space, Smilar to the way he experiences the impossibility of
empty timein his own works. There is dways something to see; there isaways
something to hear. Even if we would so desire, we gtill would not be able to establish
dlence. Until we die there will be sounds (cf. Cage, 1961, p.7-8).

Thisides, thisdlence, 'drones on' in Cage's most slent piece, 4'33". Fird, this
composition implies that ‘musc’ conssts of dl the accidental soundsin the room
regardless of whether or not humans produce them. Second, what is written asaglent
passageis actudly filled with extraneous sounds (noise) because pure silenceis
physicaly impossible. Thus, al the music we hear congsts of sounds that are both
intentiona and unintentiond - not only what is written in the score, but dso what is
inadvertently produced in the auditorium during a performance of the piece. As such, the
'slent’ piece, 4'33", refersto its aleged opposite: the 4 minutes and 33 seconds of silence
exist because it cannot exigt.

[4] The omnipresence of music in the modern world (cf. Macho) dis-ables silence, i.e.,
the time to think, reflect, and dream, the time to recuperate and to analyze. It makes
dlence suspect. In actud fact, the omnipresence of music resultsin asilencing of people
through music: they are not dlowed and are (therefore) unable to hear silence (noie).
Cagés slent music returns the listener to this silence, these sounds, this noise. Listening
begins with being quiet. After awhile, one notices that nothing is as loud as silence.

(There exigts something like droning silence.) In other words, music leads to silence, and
glent music dlows for loud sounds. Whenever we are engaged in sllence we will
encounter sound time and again. Silenceis not other than sound, not separate from sound;
it is not the oppogite of noise. Slenceis (akind of) sound.

4'33" forces usto rethink the concepts and our experience of music, silence, noise and
sound. Could we then say that 4'33" puts the terms silence and sound under erasure, sous
rature? Could we say that we should put this binary oppaosition under erasure meaning
that both silence and sound are inadequate to describe a more generd play, adifférance
in/through which they function? (But can we speak here of abinary oppostion at dl?
Maybe it would be more appropriate to speak of a quaternary opposition. Four terms can
be consdered here: silence, sound, music, and noise.) Or do we have to say that slence
and sound are just the sllent and sounding forms of the play of arche-silence? Arche-
slence. Not athing, not a presence, but the movement that produces the differences
between music, sound, noise, and silence. A non-originary origin. For Cage, (the concept
of) slencein music refersto al those sounds that are not intended, that appear as rests or



generd pausesin ascore. What remainsis the idea that no sound can be excluded from
the domain of dlence anymore. That iswhy we have to rethink silence. 4'33" makes us
rethink silence. Asapiece of music, 4'33" frames the slence, supplying it with a context,
giving slence something to say. Music, 4'33", gives sllence sens. (I deliberately use the
French term 'sens here, referring to both meaning and direction.) Without music, without
4'33", slence is perhaps logt, without meaning or direction and therefore
un(re)presentable*. 4'33" makes us hear the sllence, makes us hear the noise within
slence (‘sens dso refersto the senses). 4'33". A decongtruction in music, a
decongtruction of the binary oppositions between music and noise, music and silence,
slence and sound. A decongtruction of music by/in music. Music is most often opposed
to silence or noise, and defined in terms of sound. Once the oppositions are deconstructed
as 4'33" does, it isno longer possible to define music ether in terms of sound or in
opposition to silence or noise. Not so much an act on Cage's part; deconstruction takes
place in the piece itsdf. Cage's essays, lectures and interviews are (merely) verba
elucidations of this. Decongtruction takes place in the music. The music deconstructs.
The music is decongtructed. Silence is deconsiructed. And it took 4 minutes and 33
seconds.

* | thank professor Finn for putting my thoughts in this direction



Noise as Undesirable Sound

[1] In Noise as Undifferentiated Sound, | discuss the idea that there is no stable basis for
adidtinction between music and noise. That page focuses on the boundary between music
and noise for the most part from a physical perspective. Shifting the emphasisto the
recaiver's Sde opens anew outlook on this distinction. Noise as Undesirable Sound. No
complete overview. No new theory. Just afew rudimentary, rough remarks and questions
to open a space in which the relationship between music and noise can be rethought, in
which the boundary becomes less ditinct, maybe even less rlevant. Prolegomena. Four
short exploratory reflections which bring us to John Cage whose compositions
deconstruct the boundary between noise and music.

[2] Noiseisthe negative of musical sound. Noise is an undesirable sound around or
during musica performances: the coughing and rustling during a concert, the interference
of (antiquated) audio equipment, the scratches on aworn-out LP. Noise interrupts the
things we want to hear. We experience sound as noise when it prohibits or hampers our
contact with music. Generdly, noise is aresonance that interferes with the transmisson

of amessage in the process of emisson; it isthe term for asgnd that disturbsthe
reception of amessage. Sounds are noise when they disturb our concentration (or deep),
when they are physicdly harmful to us (high sound volume). On abiologicd or physicd
level, noise can be asource of pain. In Noise, Jacques Attai enumerates some
consequences of excessive sound in the immediate environment: diminished intellectud
capacity, accelerated respiration and heartbest, hypertenson, dowed digestion, neurosis,
atered diction. The eardrum can be damaged, even destroyed, when the frequency of
sound exceeds 20,000 hertz, or when its intensity exceeds 80 decibels (cf. Attdi, p.27).

[3] Noise rdated to (high) sound volume. On a physicd leve theideaof undesirable
sounds seems clear. Greater problems occur when we move to noise as a contextua
phenomenon. Categorizing sound as noise, then, means assigning adatusto it thet is
relative to established norms for permissible and proscribed (musical) sounds. Here, there
isno stable basis for noise; it isbound to a context. A sound is experienced as undesirable
- i.e,, ashoise - in agpecific context, while the 'same sound may be accepted asmusicin
adifferent context. When | hear my neighbor's typewriter while | am listening to aCD of
Bach's Cello Suites, | will think of it as disturbing. However, the sounds from the
typewriter ‘as such’ do not have to be the cause of my discomfort. When | listen to Seti€'s
Parade, | appreciate the typewriter sounds as musica sounds; they are part of the
composition. Noise exigs in rdation to the context within which it isinscribed.

Two things more emerge from this short example. Fird, ‘unpitched sound' is not dways
noise; it can be amusica sound aswell. The digtinction between music and noise based
on the difference between periodic and non-periodic vibrations does not hold. Second,
noise seems to be synonymous with undesirable sounds here. When accepted (as music),
the same sound is no longer noise. But isit possible to demarcate the border of these
undesirable sounds? And can listenersto music, vigtors to a concert, banish every
undesirable sound? Would a soundproof room with the most advanced audio equipment



be an option? Perhaps, we might then be able to avoid undesirable sounds and
background noise (unless we are diverted by the sounds of our body during very soft
passages). But isit possible to avoid interference in the 'music itself*? Do the sounds of
the bellows from an accordion, the breathing of singers, or the sounds of fingers diding
across the frets of aguitar belong to the music or should they be excluded? Indeed, is that
at al possble? Some composers think of background noises made by musicians and
ingdruments as an essentia part of the compogtion. What about the humming and panting
that isinextricably bound to the performances of such musicians as Glenn Gould, Keith
Jarrett and Art Blakey? What about the gpplause, the enthusiagtic hissng and shouting of
the audience on live recordings? Stage sounds on live opera recordings? Movie
soundtracks that (necessarily) include street sounds and diadlogues? And what if
background noises are part of the composition asis found in some works of John Cage
(cf. Cage and Noise) and Luigi Nono (cf. Slence and/in Musc)?

[4] Many re-rdleases on CD's contain the following ‘warning': The music on this
Compact Disc was origindly recorded on analog equipment, prior to modern noise
reduction techniques. This Compact Disc preserves, as closdy as possible, the sound of
the origind recording, but its high resolution dso reveds limitations in the master tape,
including noise and other distortions. A standard phrase, perhapsillustrative of our
current-day appreciation of sounds. Refinement of hi-fi equipment and recording
techniques leads to a'new' aesthetics that aims at the exclusion of errors, hesitations and
other unwanted sounds. (The whole of these unwanted sounds could be summarized
under the common denominator 'noise’.) Or, as Jacques Attali putsit: "The absence of
noise has become a criterion for enjoyment’ (Attali, p.124).

[5] The world has unmistakably become louder since the Industrial Revolution. Our ears
are exposed to a greater intensity of decibels. More noise on aphysicd level. However, a
pardle development takes place concurrently: a'musicaization of culture as George
Steiner cdlsit in his book In Bluebeard's Castle. The development of audio equipment
and dl kinds of reproduction methods has enabled us to avoid every undesired sound by
covering it with alayer of music. (Or could thismusic in turn be experienced as
undesirable sound?) No doubt, this musicaization, this omnipresence of music in our
society, has its positive sides. Music a work, reportedly, even leads to an increase of
economic productivity. | want briefly pay attention to two other consequences of this
musicdization of culture. On one hand, many people have come to fear slence: even the
supposed absence of sound is disturbing and needs to be suppressed under a carpet of
sound. On the other hand, the omnipresence of music has markedly reduced our tolerance
towards 'other' sounds, towards noise.

Is another relationship with noise conceivable? As one of many composears, John Cage
has sought to open our ears to 'nortmusica’ sounds in his compositions. According to
Cage, the qudification of sounds as non-musicd or noiseis not so much related to
intringc sound properties asit isto our attitude towards sounds that we do not instantly
consder to be musica. When we pay attention to sounds that we usualy prefer to ignore
- the same attention we reserve for musica sounds - we might experience these sounds as
far less disturbing. Cage begins histext, The Future of Music: Credo, with: "Wherever we
are, what we hear is mostly noise. When we ignoreit, it disturbs us. When weligento it,



wefind it fascinaing' (Cage, 1961, p.3). The more one redlizes that the soundsin our
environment are musica, the more music thereis. Applied to the musicd practice: ‘A
cough or a baby crying will not ruin agood piece of modern music' (Cage, 1961, p.161).
When a sound becomes undesirable because it interrupts or hampers music, we may try
to banish it. Cage, however, seemsto drive a a change in our atitude towards noisein
relation to music. Sinceit isvirtudly impossible to filter out each and every noise, why
not try to relate to these soundsin another (amore positive?) way?

[6] Four brief thoughts on noise as undesirable sound. Four thoughts ending with a
rethinking (maybe even adisruption) by John Cage - arethinking or disruption he mainly
aticulatesin music - of the boundary between music and noise. In Cage and Noisg, |
enter a length into a possible decongtruction of the boundary between music and noisein

Cage's compositions.




Noise as Undifferentiated
Sound

[1] Noise as undifferentiated sound. Thisisthe starting point: "We might assumethat it is
possible to distinguish between musical sound and noise in acoudtic terms. musica sound
results from regular, periodic vibrations, noise results from non-periodic vibrations ...
The digtinction is based on the opposition between 'pure and simple sounds on one hand
and ‘complex sounds on the other' (Nattiez, p.45). Nattiez comments that the French
language even employs an officid physcad definition of noise: noiseis an aratic,
intermittent or statistically random vibration. A sound has been considered as noise for a
long time if its originating frequency was non-periodic and therefore of no determinate
pitch. (Theodore Gracyk speaks of the doctrine that certain timbres are ingppropriate for
music making. He refersto the 19th century idedl of "purity in articulation’ where any
richness of the contributing overtones was consdered unwelcome noise (cf. Gracyk,
p.114).) Non-periodic vibrations. Complex sounds. | call it noise as undifferentiated
sound. As agtarting point.

[2] Futurist Luigi Russolo was one of the firgt in the early 20th century to put the
indtitutionaized division between music (Russolo mostly uses the term 'sounds insteed of
'music) and noises on the agenda. Russolo's essays on modern music dl revolve around
the main statement of his 1913 L'Arte dei Rumori. Manifesto Futuriste[The Art of
Noises Futurist Manifesto]: "We must bregk out of this limited circle of sounds and
conquer theinfinite variety of noise-sounds (Russolo, p.25). Hismain and smple
question: If music is sound, then why does not music employ dl the varieties that sound
has to offer? According to Russolo, the traditiona division between music and noiseis
based on the notion that music is a succession of regular and periodic vibrations. Noise,
in contrast, seemsirregular and fragmentary. Russolo questions this sharp digtinction
between music and noise and provides two arguments to support his position. The first
concerns duration. "The production of asound requires not only that a body vibrates
regularly but also that these vibrations be rapid enough to make the sensation of thefirst
vibration persst in the auditory nerve until the following vibration has arrived, so that the
periodic vibrations blend to form a continuous musical sound. At least Sxteen vibrations
a second are needed for this. Now, if | succeed in producing a noise with this speed, 1 will
get asound made up of the totdity of so many noises- or better, anoise whose
successve repetitions will be sufficiently rgpid to give a sensation of continuity like that
of sound' (Russolo, p.37). Here, Russolo tries to overcome the idea that musical sounds
are continuous while noise is discontinuous. He undermines the sonorological difference
between music and noise with respect to duration. By doing o, he is effectively
introducing noise into the musical relm. The emancipation of noise has assumed an
acoudtic legitimization where noise is understood as a gpeciad kind of musica sound.

His second argument concerns timbre. Each sound is made up of a number of sounds
(secondary vibrations, various harmonic sounds, overtones). Now Russolo states that



noise is produced when 'the secondary vibrations are more numerous than those that
usudly produce a sound' (Russolo, p.39). His conclusion the difference between musica
sounds and noise must be only gradud. "The red and fundamenta difference between
sound and noise can be reduced to this done: noise is generaly much richer in harmonics
than sound' (Russolo, p.39). And he immediately continues: 'But, Since these harmonic
sounds aways accompany a pre-dominant fundamenta tone, every noise has a pitch'.
However, giving pitch to noises does not mean depriving them of dl irregular movements
and vibrations of time and intengity. It rather assigns a degree or pitch to the strongest
and most prominent of these vibrations. Harmonics are generdly understood as sounds
above the fundamenta tone. They are produced by other vibrations, faster and shorter,
which exig dong with the principd vibration. With musica sounds, the fundamental

tone isthe lowest tone. Thisis not necessarily the case with noise, where the
‘fundamental’ tone is rather the loudest tone. There may exist lower (but softer) tones.
The tone that characterizes the pitch in noise could therefore be an overtone of awesker,
lower fundamental tone (cf. Russolo, p.27 and p.79).

Russolo goes one step further here than in his first argument where noise could till be
considered a separate case, a gpeciad sound within the musical domain. This second
argument turns the relation between noise and musical sounds around. Here, musical
sound is regarded as a specid kind of noise, a noise where the lowest toneis at once the
fundamentd tone. While this could aso apply to noise, it is by no means essentid. Music
or musica sound thus becomes a specia phenomenon within the domain of noise. Music
isno longer the domain within which noise needs to secure its place. Rather, noise
becomes the framework in which music takes up a specid (and il privileged) place.
Arche-noise.

A futurist manifesto and other essays. Writings on music. Discursve expressons.
However, Russolo's disruption and subversion (adeconstruction) of the boundary
between music and noiseisfirg of dl manifested in his music. Unfortunately, the bulk of
hiswork, in addition to musica instruments that he specidly designed, waslost during
the First World War. His ideas about a new music, anoise music, required a new method
of notation aswell as new insruments. In order to enrich the musica domain with new
sounds, timbres and microtones, Russolo created the first musica synthesizers, the so-
cdled intonarumori, or noise instruments that consisted of "howlers, 'roarers, ‘cracklers,
‘gurglers, etc. His deconstruction of the relationship between music and noise articulates
itsdf within music; it isadecondruction through musc.

[3] Noise as undifferentiated sound. The idea that musical sounds result from regular,
periodic vibrations and noise from non-periodic vibrations has remained widespread until
long after Russolo's death in 1947 (to date?). However, 20th century eectro-acoustic
research revedls that the spectrum of most musical soundsis non-periodic. This means
that noise may well have the same acoudtic structure as musical sounds (cf. Nattiez, p.45-
6). Furthermore, there is areciproca relationship between volume and sound quaity.
Increasing the amplitude of a sound wave dters its characteristic pattern and thusits
timbre. It exposes more overtones, both harmonic and non-harmonic; the sounds become
more complex (cf. Gracyk, p.109). Musical sounds become noise (from 'smpl€ to
‘complex’ sounds) when the volume increases. The aleged opposition between music and
noise based on physica differences becomes less clear; it becomes|less of an opposition.



When we attempt to exclude noise from the redlm of music on physical grounds, when
we try to assess the essentid difference between the two as accurately as possible, the
difference dissolves and disappears. The boundary between music and noise becomes
uncertain and undecidable. This also happens when we try to redtrict ourselvesto asingle
tone. The tone, or, rather, the Snusoidd tone, isthe smalest musica unity to which all
sounding phenomena can be retraced. However, we cannot percelve sinusoidal tones.
Unavoidable, there are dways overtones present due to the space in which the tone
necessarily resounds, and because of the way our ear functions. (A tone congtantly
fluctuates; it continuoudy differs from itsdf. Therefore, in its vibrating qudity, atoneis
nothing but achanging qudity, Derridaexplainsin D'un ton apocal yptique adopté
naguere en philosophie, p.18-26.)

In Positionen, Frank Hilberg distinguishes three problems where a physica distinction
between musica sounds and noise is made. The first problem occurs with ultra short
sounds. We hear tones or sounds that last too short as a click without ared pitch (i.e.
noise), even where the sound structure is periodic and the sound spectrum is set up
harmonically. A second problem arises when we talk about timbre, the basis upon which
we are able to digtinguish between instruments. It is precisely the non gationary,
discontinuous and gperiodic sound progression (noise) that determines the characteristics
of an instrument. Or rather, it isthe combined play of continuity and discontinuity thet
leads to a recognition of a specific insrument. The third problem isthat every sound, be
itamusical sound or noise, can be broken down into sinusoida curves with the
consequence that the distinction between musical sounds and noise can no longer be
cdled qualitetive; there is only adifference in degree (cf. Hilberg in Nauck, p.37).

[4] | stop here. No more examples dthough the list could be extended. The boundary
based on aphysica difference between music and noise is constantly transgressed. Each
sound immediately proves to be pervaded by noise; noiseisat dl timesapart of every
musicd sound. If noiseis the outsde and music the inside, we must conclude that the
outsde is dways dready on theingde. And this concluson (which isnot aconcluson in
the conventiona meaning of the word, not the final word, the definitive outcome) goes
beyond the idea of the emancipation of noise, the extension of the concept of 'music' as
an acceptance of sounds that were previoudy regjected as noise, beyond the idea that no
sound can any longer be excluded from the domain of music. Noise was and is aways
dready part of musical sounds. That's a difference between deconstruction and
emancipation.



Silence and Death

[1] In various interviews and essays, Derrida recalls an inflammation of his middle ear
that he suffered in his childhood, and he associates it with death. His mother prayed in
despair to God as the dangeroudy ill boy laid in his bed. Derridalinks his lurking
deafness, paradoxicaly manifested in hearing too much noise, to the danger of dying (cf.
Han, p.6-7). Animpending silence (or too much noise? Noise and silence seem to play
exchangesble roles), and an impending desth are conspicuoudy linked together.

[2] In asoundproof room, John Cage finds that he cannot escape from the soundsin his
body. Thisleads him to think that aslong as we live we cannot experience absolute
dlence. There will only be slence in death. Since it isimpossible for us to experience our
own degth, we cannot experience slence either. With his statement, 'Until we die there
will be sounds, Cage explicitly links desth to silence. Perhaps, we may understand
dlence, think silence, but the experience of asolute sllence remains an gporiato us.
Silence, like death, can be conceived of asthe impossible crossing of aborder. We arrive
at a border we cannot cross, an gporia, an impossible passage; or rather, the experience of
anorpassage, an experience other than that consisting of opposing an other concept. A
relation to an non-opposable other, that is, an other that is no longer its other. We are
engaged in acertain possibility of the impossible (cf. Aporias, p.12 ff). In Aporias,
Derrida points to the impossible yet unavoidable experience that 'my death’ can never be
subject to an experience that would be properly mine, or that | would be able to account
for. Cage arrives a asmilar conclusion concerning silence. The | can never experience
absolute slence.

Deeth and slence. Connected to each other through the same impossible experience.

[3] Silence can be understood in two ways. On one hand, thereis audible silence, a
dlence that stays within the order of the audible; it remains condtitutively hearable. This
category contains what Cage cals 'unintended sounds. (‘Silence means the whole lot of
sound; it isdl of the sounds we don't intend'.) It aso includes sounds that are dmost
impossible to perceive ether because the sourceistoo far avay, or because their
frequency is extremely high or low. A few examples. In 1976, Cage composed Branches,
which makes use of amplified plant materids. Cage was interested in sounds from nature
and had found that the spines of cacti, when touched and amplified, reverberate. Recent
radiographic studies show that the universe is filled with a cacophony of sounds
originating from sudden changesin the atomic structure of exploding gases. Additiondly,
pulsars aso produce sounds. Music scientist Wilfried Kriiger and nuclear physicist Jean

E. Charon discovered harmonic relations (overtone sequences) on amicroscopic leve in
the so-cdled quanta of atoms, in the spin of eectrons, and in the ructure of molecules.
Photo-acoustic spectroscopy has enabled us to hear the sound of arose when the blossom
springs from the bud; it sounds like the drone of an organ, reminiscent of a Bach toccata
Indeed, even an old symbol of silence, the degp-sea, turns out to be full of sounds (cf.
Berendt, 1990, p.43-62). All these are examples of the order of the audiblein-audible.
Even Dieter Schnebel's book, MO-NO. Music to Read, remainswithin this category of



audible slence. MO-NO. Music to Read contains many signs that apped to our auditory
senses enabling and inciting us to enter the domain of hearing-through-imagination (cf.
No (-) Musc - D. Schnebel). Contrarily, absolute silence refers to everything that fals
outside the range of the audible. It has no structure of audibility; it is other than audible.
This slence implies the slence in degth, the sllence of desth, death as Slence. (Man
fears the absence of sound as he fears the absence of lif€, says composer Murray
Schafer.) Absolute slenceis death;, it is an aporia. Degth is the experience of the nor+
passage and absolute silence brings usto asmilar impossible passage, asmilar gporia

[4] Cagesthinking on slence remains within the order of the audible. To him, sllence
consgts of ambient sounds, nortintended sounds. Thisiswhy heisableto think of
dlence asrelaed to life instead of desth. According to Cage in slence one hearsthe
sounds of life. "At my house, you hear the boat sounds, the traffic sounds, the neighbors
quarreling, the children playing and screaming in the hall, and on top of it al the pedds

of the piano squesk. There is no getting away from life’ (Cage, 1961, p.135). Silence
means the whole world of sounds. Life. Silenceislife for Cage. Furthermore, thisaudible
slence remains within the domain of duration. (‘'Silence cannot be heard in terms of pitch
and harmony: it is heard in terms of time length'.) This Slenceis of adifferent order than
the absolute silence that escapes life, and (with that) time. Death as Sllence, slencein
degath goes beyond duration: ‘'One dways diesin an untimely way. The moment of death
no longer belongsto itstime, Derrida writes (Aporias, p.49, my itdics). Absolute slence
is not connected to time anymore; it is beyond time.

[5] Slence/sounds vs. absolute silence. Audibility vs. inaudibility. Life vs. degth.
Oppositions we cannot overcome. Borders we cannot cross. And the hierarchy is clear.
Life and audibility are the privileged terms. Absolute slence and desth are secondary,
thought out of the primary terms. What always remains to be asked is how the essence of
degth is defined in terms of life, Heldegger explainsin Sein und Zeit [Being ad Time). In
Aporias, Derrida daborates upon Heidegger's existential analysis of Dasain and degth. He
determines how degath is subordinated to life in Heidegger. Derrida quotes Heidegger:
'Within the ontology of Dasein, which is superordinate to an ontology of life, the
exigentia analyss of degth is, in turn, subordinateto a characterization of Dasein's basic
state' (Aporias, p.29). A hierarchica order thus delimits the field, an order structured by
an uncrossable edge, the edge between life and death, between here and there. Heidegger
sressesthat the exigentid andyss stands purely on thissde. Derrida: ‘It ison thisside,
on the sde of Dasain and of its here, which is our here, that the oppositions between here
and over there, this side and beyond, can be distinguished. In the same direction, one
could say that it is by dways garting from the idiomatic hereness of my language, my
culture, and my belongingsthat | relate mysdlf to the difference of the over there
(Aporias, p.52). Derrida's analysis of Heidegger: taking about death conssts of
privileging ‘thissde. Lifeis conceived of as prior, a plenitude; death is the negation of
this Situated on the margin of the privileged term life, the subordinate term desth
designates an undesirable, dispensable deviation. Derrida, however, reversesthislogic:
‘Rether, it seems to me that one should say the opposite: it isthe originary and
underivable character of deeth, aswell asthefinitude of the tempordity in which death is
rooted, that decides and forces us to decide to start from herefirgt, from this sde heré



(Aporias, p.55). We are | eft with no other choice than to sart from thisside. The
impossibility to start from yonder side implies that we are forced to relate to 'over theré
from'her€. It is desth itsdlf that imposes this necessty on us. Therefore, desth is not
subordinate to life in Derridas view. Rather, life is secondary to death. It isthe
primordidity of being-toward-death, being-until-death, or being-to-death that makes life
secondary to death. (In some of his other works, Derrida calls attention to Freud who
poses smilar suggestions. Freud, too, observesthat life is generdly the postive term
while degth isits negation. Y et, Freud argues that man's degth ingtinct is the most
powerful life force. This desth wish, manifested in a compulson to repest, makes the
activity of lifeindincts a specid case within the general economy of repetition and
expenditure. Freud reddivers death to life, agtriking reversd.)

After Derridafirg reversesthe hierarchical oppostion of life and degth, he then proceeds
to disntegrate the opposition dtogether. He effectively contravenes the assumption as
though there would be two contrasting forces at work here. 'The theme of immortdity
[the death principle, MC] ... is not opposed to being-toward- death, it does not contradict
it, it isnot symmetrica with it, because it is conditioned by being-toward- death and
confirms it at every moment' (Aporias, p.55-6). As death can only be thought from our
being-to-deeth, so does the death principle always determine our being-in-life.
Consequently, our aspiring for immortality is pervaded by our avareness of our
impending deeth. It is precisdy this one certainty, the certainty of our degth, that fuels
our desre for immortality.

[6] 'Until we die there will be sounds. The link to sounds that determine and confirm our
life aslifeisimposed on us by an unattainable absolute silence. It is precisdly this

unattai nableness that forces us to engage in sounds. Therefore, we are dways connected
to the possihility of absolute slence through our connection with sounds. Music turns
slence (death) into experience. To experience the aporia. We are dways aready on the
other sde of the here. As sounds and absolute slence mutually pervade and determine
each other, the clear opposition sounds vs. silence disntegrates. Sounds and silence are
not each other's opposite; they do not exclude each other. Oneis aways pervaded by the
other. "And who will not recognize here the crossing of borders? (Aporias, p.58).



Silence and/in Music

[1] It isclear that musicians know about silence in music. Empty bars or parts of bars
occur in virtudly every musica piece. Rests are an inseparable part of any compaosition.
On amore modest and subtle level, slences mark the trangtion from one musical
sentence to the next by way of caesura. Slence dso demarcates the beginning and the
end of apiece of music.

In musica theory, silenceis not dways referred to as the point where musical sounds
actualy cease to exist. Moments of slence are experienced during sustained fermates,
extreme pianissmo's, or when a complex harmony disspatesinto a sparing use of the
tone materia. One becomes aware of Slencein music that 'sound from afar’, usudly
indicated by the ingtruction ‘come dalontano'. (A great amount of music by Russian
composer Alfred Schnittke opens and closes with scarcely audible sounds. Hismusic
resides between the not-yet-audible and the no-longer-audible. 1t seems as though his
music is aready there before the listener can hear it and continues to resound long after
the listener has registered the last tones. Through this 'non-ceasing' music, which
resounds beyond the limits of its audibility, slence acquires a different form of musica
Dasain.)

[2] This brief and incomplete summary immediately shows the heterogeneity of slence.
Silence and silence do not necessarily match. For that reason aone, silence deserves
more attention. As Martin Zenck concludesin 'Da niente - Vom Verldschen der Musik’
[On the Extinguishing of Music], however, the atention to slence is a periphera moment
in composition and music anadyss. By no meansisits status equa to sound (cf. Zenck,
p.15). The pausein musc, identified as an absence of sound, is the exception to the rule
that has music designated as the center of the musical spectrum. Eduard Handick's
famous definition of music as 'die tonend bewegte Form' ['form propelled by sound] in
no way indicatesamusic that is present in its absence, in non-sound. Sound and silence
relate to each other asthe essentia versus the supplement, as the primary versusthe
secondary. It seemsthat not the tritonus (the augmented fourth), but rather slence isthe
true 'diabolus in musica in Western music. Contrary to the tritonus, sllence was never
banned, but its raison d'etre has been thoroughly questioned up until the 20th century. Its
function was mainly drametic or rhetoric. Silence is subordinate to sound, and has for the
longest time (il ?) been regarded as something less sgnificant.

[3] An example of how slence remains secondary to sound and music in the theory of
music can be found in Thomas Clifton's essay The Poetics of Musica Silence. 'To focus
on the phenomenon of musica silence is analogous to ddiberately studying the spaces
between trees in aforest: somewhat perverse at firdt, until one redlizes that these spaces
contribute to the perceived character of the forest itself, and enable us to speak coherently
of 'dense’ growth or 'sparse’ vegetation. In other words, silenceis not nothing. It is not the
null set. Silence is experienced both as meaningful and as adhering to the sounding
position of the musical object’ (Clifton, p.163, my itdics). Clifton seems to focus our
atention on the meaning of Slence within music. In a certain sense, an emancipatory



move. Upon closer condderation, however, this reading loses significant cogency. Clifton
leaves the traditiond relationship between sound and slence intact. He continues to
operate within the exigting hierarchy where silence serves sound. Similar to the spaces
between trees, silences that surround tones enable us to hear the sounds. The significance
of dlenceis therefore contingent upon a sounding environment', Clifton continues

(Clifton, p.163). Silence remains dependent on the world of sound becauseit is only there
that it can acquire meaning. In asummary of the various ways in which silence can
function, Clifton discusses ‘examples of the way slenceis used to express how the music
is spesking' and ‘the adherence of Sllence to the grammar of the musical statement’ (cf.
Clifton, p.173). In both cases, slenceis clearly ill in the service of sound. Clifton does
try to convince his readers of the importance of slence within music, but this importance
ultimately serves the sounds, the music. Silenceis no longer empty, that isto say, without
meaning, but its autonomy - i.e., its non-sound based value - isleft unrecognized.

[4] At the gtart of the 20th century, the composers of the Second Viennese Schoadl,
Arnold Schonberg, Anton Webern, and Alban Berg shared asmilar outlook on silence.
Stll, sgns of a changing attitude towards silence can be found here. Many compositions
by Berg lack aclear closure; rather, they fade into a distance, avoid, an infinitude. With
that, Berg joins the tradition of many composers from the Romantic erawho worked with
sounds ‘come da lontano', sounds that originate in the distance, thereby suggesting a
certain infinity. Even when we no longer hear sounds, the music is till present. However,
Berg il thinks of silence as a specid and peripherd moment. It only becomes gpparent
in very specid aress of hismusic, particularly towards closures. And can we maintain
that Berg emancipates silence? Clifton rather describes the experience of Berg's fading
tones as a sensation of resistance toward the moment when the music will resde only in
recollection (cf. Clifton, p.175).

Is slence frightening? Does it make us think back longingly to the moments when it was
filled with musica sounds?

[5] With Webern, too, sound remains the primary aspect of composing even though the
presence of multiple rests within his works disperses the sound to a great extent.
However, this does not seem to be the result of an intended use or a conscious
emancipation of slence, but of the way in which the tone materid is processed.
Dedication to a previoudy chosen twelve-tone row impliesthat variation is primarily
reserved for the rhythmic part. It is obvious that rests will then play a more important role
(cf. Vedinovic-Hofman, p.4). Nevertheless, Webern'swork definitely presents an
emancipatory moment with regard to slence. In his Variationen fur Klavier, opus 27, for
example, he treats slence as sound: the performer isingtructed to speed up during arest
before pausing. (I am referring to the third part of the composition, bars 43-45. An
accderando in bar 43 ismaintained in the slent bar 44. Theinitid tempo is taken up
againin bar 45 tha beginswith arest.)

[6] A third example. Schonberg. Is Sllence structurdly revaued in his Sechs kleine
Klavierstiicken, Opus 19, no.2? The piece begins with arest. A rest after silence, after the
dlence that is outsde the compaosition, after the solemn silence with which the pieceis
welcomed. (Below the score, Schonberg indeed asks for along pause after each



movement, a pause that is not motivated by consderations of performing practice)) This
rest is not an accidental phenomenon or a necessary respite, but an event deliberately
consdered in the framework of the compostion (cf. Vesdinovic-Hofman, p.3). The rests
that dternate with the third g-b in the rhythmic motif from bar 1 (apianissmo third on
the border of audibility) form an essentia part of the musicd sentence. When the
sounding third bresks the silence, and the silence in turn bresks the sound, the two
engage in amutud relation that knows no hierarchica distinction. Still, aproblem
remains. Thisline of reasoning can only be sustained as long as one knows the score.
Vesdinovic-Hofman rightfully points out thet the first pause cannot immediately be
recognized as amusica moment, amoment within the compaosition, through listening (cf.
Vesdinovic-Hofman, p.3). Even though the rest serves a structura function within the
work, the ligtener who is not familiar with the score will most likely assume Opus 19,
no.2 sarts with the first sounding third at the second begt of the first bar. (It seems that
the listener only becomes aware of the importance and impact of silence - slence
regarded as the absence of 'musicd’ sounds within amusical work - when these sounds
are extremely delayed asin John Cage's composition Waiting.) The opening rest in Opus
19, no.2 becomes sgnificant a the moment when sound occurs; therefore, according to
Vesdinovic-Hofman, silence remains supplementary to sound. The change that takes
placein this piece, however - a change that is noticeable only when the score is sudied
(and possibly kept in memory during a subsequent lisening) - is that the rest acts
essentially supplementary with repect to its hierarchicd relation to sound. The rest
remains subordinate to the ‘'musicd’ sounds, but no longer functions as an amorphous,
meaningless slence; the Significance of the redt is the absence of sound (cf. Vesdinovic-
Hofman, p.4).

Silence remains supplementary to sound in Opus 19, no.2. The restsin this compaosition
by Schonberg sgnify the absence of sound. Although they are ‘essentiadly
supplementary’, the hierarchical order remains intact. But can something else dso be
heard in thiswork? |s another reading possible? A cautious proposa. Schonberg makes
us aware of the ideathat music does not necessarily need to start with atone or a sound,
that thereis sllence before, after and in or during music, that slenceismusc. Is sllence
subordinate to sound within Schénberg's compasition, or does sound require silencein
order to manifest itself as sound? When the repesting thirds dowly and waveringly join a
field of slence, they may very well sgnify areversa of the hierarchically ordered

system. The music defines itsdlf by what it is not (Slence, non-music). Sound becomes a
gpecid moment in the world of slence. As the white on a page is necessary for the words
or notes on that page to appear, o slenceis the precondition for sound. However, the
white is not only the pureness of the blank page. It is aso the space between the notes,
the dimengion within which laterad connections between notes take place (cf. Cage,
White, Malarmé, Slence). Anadlogoudy, it is only through slence that the difference
between separate sounds can be experienced. Silence immediately resides within the
musica domain. Music is dways dready permeated by sllence. Music isaso sllence.
Perhaps we just never (conscioudy) heard the silence in music.

[7] According to Zenck, the 20th century exhibits aradical change of the paradigm
according to which theorists and composers appreciate the hierarchical relation between
sound and silence. | am not concerned with passing find judgment on whether or not this



change takes place in Opus 19, no.2, or whether Schénberg's compostion isthe first in
which areversd in the hierarchicd relation between sound and silence possibly takes
place. The extensive presence of rests and silence in his composition enables one to read
Opus 19, no.2 with this possble reversa in mind. First reading: sound above silence.
Silence assumes its contours through sounds that outline its boundaries (make it sound).
Something needs to sound in order to know that thereis silence in between or around.
Second reading: silence above sound. Anadogousto the ideaithat in amaterid sense, it is
the spaces between the words that make atext possble as atext, slence congtitutes the
condition for the musica sgn. It is a space that provides a condition for music to spreed,
a Da-sein that promotes the development of sounds. "What makes awhed awhed isthe
space between the spokes' (Lao-Tse).

Many 20th century composers have brought the long-lasting order in the hierarchy of
sound and slence into question. A great ded of music is sufficiently ready to redize an
inversion of this hierarchica pogtion at the level of the compodtiond process. Two
examples on thiswebsite. In Cage and Slence, | expand thisidea on the basis of awork
by John Cage. And in No (-) Musc, severd 'slent’ works of German composer Dieter
Schnebd are discussed. His Nostalgie: Solo fir 1 Dirigenten, aslent solo for one
conductor, opens up the visud, i.e. non-audible, potentia of music. His book MO-NO.
Musik zum Lesen [MO-NO. Music To Read] contains Sgns (drawings, texts, graphic
scores) that incite the reader (listener?) to compose and to hear imaginary music, thereby
opening the domain of the un-heard, the merdly imagined- heard, the domain of
inaudibility and slence, to the relm of music.

A third exampleis discussed below.

[8] More or less by coincidence, more or less a random, | will focus on a string quartet
by Itdian composer Luigi Nono entitled, Fragmente - Stille, An Diotima. This piece
hovers between sound and silence. In other words, the sound is mediated by nonsound
while the slence is mediated by sound. This enables atwofold reading: one that takes
sound as the primary aspect of the work; the other starts from slence with sound asiits
supplementary component.

Fragmente - Sille, An Diotima congsts of short fragments that are separated by long
slences. Both the title and the score make one suspect that silence occurs where the
music fades away during long fermates and pauses. (The tempi are indicated with
extreme accuracy throughout the score. However, the fast tempo changes and the large
number of silencesimmediately negete this metrical recording.) The slence soreadsin
between the fragments with the result that the composition becomes extremey
discontinuous. It seems as though al these fragments are attempts to emerge from ano-
longer-wholeness or not-yet-wholeness to something more subgtantid, something longer,
an uninterrupted unity. The congtartly gppearing silences prohibit the sound idands from
growing together to a greater whole.

However, by ligening to the music and studying the score, one can hear and see
something entirely different. The sability of the fird interpretation is undermined. No
longer assuming sound to be the primary aspect, but rather, garting from silence this
work does not consst of bits of music whose continuity is congtantly disrupted. When
rest, quietness and silence become the norm and sounds make up the secondary e ement,
thiswork actudly provesto display another discontinuity. It is not so much the sllence



that worksits way between the sounding fragments; rather, the sounds bresk the ongoing
dlence. In other words, the less we hear the closer the music reaches the inaudible, and
the more continuous the work becomes. This aso emphaticaly showsin the often
hesitating tones, tones without vibrato, or tones that are produced without a strong bow.
The slence seems to pervade the sound here, becoming audible with the sound as a
shadow or a specter. (To return to the primary attention to sounds for a moment: when
the conventional sound of a string quartet gppears, thereis ill something new to be
heard: the qudity of this sound to which norma perception has long become accustomed
can again be experienced conscioudy in this context. No longer are the 'unusua’ sounds
in Fragmente - Stille, An Diotima deviations from the norm. Rather, the conventiond
bow techniques strike one as particularities within amultitude of sound options.)

The sllence generates the continuity thet is at times interrupted by the sounds. With

regard to the sound fragments, this could mean that we alow the fragments to remain as
fragments without having them disspate into a larger sounding unity (In an essay on
Nono and Halderlin, Peter Andraschke points out that 'Fragmente may dso hint & the
bits of text by Holderlin that Nono uses. Wrenched from their ‘origind’ context, they
acquire anew openness in the domain of the silence. It is there that their heterogeneous
character revedsitsaf without being adopted into a new meaningful congruct, precisely
because they are indeed not being adopted into a new, meaningful construct. Text and
music are not unambiguoudy interrdated; they do not by any means 'read’ or reflect each
other. Holderlin's text fragments are not recited nor sung. They are merely present as
conceded fragments in the sllence thet is neither slent nor meaningless. They are just
there, a the top of the pages, accompanying amost every bar number, insde the musicd
work, but at the same time on the outside. They are just there for the performers, but
should not be taken as programmatic performance indications.) Fragmente - Stille, An
Diotima. No sustained development. No ongoing increase nor decrease of suspense. No
tenson curve for the ear to be clearly observed. Thetitle of the piece does not suggest
some other, complete work. It does not forget the slence asits place of birth. It remains
connected to that dimension throughout. However, thisis not salf-evident to Nono, nor
does he condder it an easy task. Slence, to him, isintangible. It cannot be manipulated; it
iswhat escapes his power. The composer has to alow a force that escapes hisintentions
and active contributions precisdy in the space where he would want to bein charge: the
world of the sounds.

Silence assumes a different quality in this second reading. It is no longer the tempord
absence of sound. (‘There is more sound volume in many slences than in afortissmo
from a Beethoven piece, Nono states.) Rather, it is an open space from which new
sounds can emerge again and again. In this sense, slence can join the fragments. Until

the next fragment, the listener has the opportunity to listen again to the soundsin his
memory that have aready faded. With that, the 'abbsence of sounds becomes at least
equally important as the sounds themselves. According to Nono, this space of silenceis
not amorphous. It can be experienced differently every time it is heard with a susceptible
fantasy for dreamy spaces, for sudden ecstacies, for ungpeakable thoughts, for quiet
breething and for the silence of timeless singing (cf. Nono's preface to the string quartet).
Different sounds emerge from these congtantly changing slences. However, it is Slence -
the "absence of the sound' that is not a nothingness and that should not be thought of asan
absence - that deserves attention for this very reason. All slences (in Fragmente - Stille,



An Diotima) are different and al arefilled with their own meanings. They are there to be
listened to (cf. Zenck, p.20-1. cf. Broers, p.302-5).

[9] The encounter with this process of listening, the encounter with silence, can be
consdered aprincipd ideaof Fragmente - Stille, An Diotima. Music itsdf accomplishes
the rearrangement or reversa of the initial conceptud hierarchy between sound and
dlence. A decondructive strategy. Decongtruction at work within music.



Silence, Noise and Ethics

[1] In Music, Decongruction, and Ethics, | cite Lawrence Kramer's observation that
music was connected to a'logic of aterity' in previous centuries. Music represents the
other, theirrationd vs. reason and the rationd, the femae vs. the mae, fragmentation vs.
unity, etc. Music is synonymous with the subordinate, the secondary, the subversive, the
supplementary, the margind. Music as the other. When music as the other can bring usin
contact with the other other, it is ethicaly charged.

[2] In Noise, Jacques Attali presents music as the opposite of the other. Musicisa
representation of the same, the sdif, the existing order, that which holds a dominant
position. By taking this pogtion, Attdl, like Kramer, assigns an ethica- palitica function
to music. Music disciplines and normalizes. It banishes subversive noise. It brings about
order (differences) in aworld that would otherwise be characterized by indifference and
chaos. "The code of music smulates the accepted rules of society' (Attdi, p.29).
Disciplining takes place in musical education that passes on exigting conventions. It can
be observed in the hierarchica organization of a (classcal) orchestrathat putsitsef inthe
service of conductor and soloist. Attending a concert requires us to comply with a code of
conduct. In short, music isameans of socia control.

Technicd developments have enabled musica disciplining to deeply penetrate our lives.
Music is omnipresent. It has replaced naturd background noise; it invades and even
annuls the noise of machinery. Music has become a background noise to life. What isthe
effect, the result of this'musicaization of culture (George Steiner)? Attali removes any
misunderstanding: music isameans of slencing people! The radio forbids any impulse
one might have to sing. The volume drowns out conversation. Popular music in particular
(in text and/or music) conjures up a harmonious life. (Specters of Adorno.) Silencing
requires the totd infiltration of music. 'One must then no longer ook for the politica role
of music in what it conveys, in itsmelodies or discourses, but in its very existence.

Power, in itsinvading, deafening presence, can be cam: people no longer talk to another
... Today, the repetitive machine has produced silence, the centralized political control of
gpeech, and more generdly, noise. Everywhere, power reduces the noise made by others
and adds sound prevention to its arsend. Listening becomes an essentid means of
surveillance and socid control' (Attdi, p.122).

[3] The omnipresence of music bans or prohibits subversve noises. It silences people.
But it dso0 makes slence impossble. Many thinkers on music deem slence disturbing
and connected to speechlessness, impotence, an inward escape, and the refusal to assign
meaning (cf. Schliinz in Nauck, p.31). Silence is ‘what frightens us the minute we find it.
Fear of the fact that nothing is happening, of emptiness, of a confrontation with onesdf,
of death and of lifeé (Schliinz in Nauck, p.32, my trandation). According to Walter
Zimmermann, the experience of listening to a piece of music that can be intellectualy
understood differs from the experience of lisening to slence and noise (in musc) in that
the latter forces the listener to rely upon his own resources because a basis for any other
possible orientation is missng. Zimmermann mentions the sllent pieces aswell asthe



intense dratification and dmost unidentifigble digressonsin the music of John Cage as
examples of music that has no univocd line that a listener can detect. The emptiness or
chaos that the listener then experiences can leave him in absolute despair (cf.
Zimmermann in Nauck, p.5). At the same time, however, Zimmermann and other authors
make different associations with slence: carefulness, tolerance, and meditation

(Schlunz), a space for reflection (Zenck), and inner concentration (Zimmermann).
Perhaps, the musicdization of culture protects us againgt al sorts of negative experiences
that slence may unleash in us. Apparently, however, it o deprives us of the
opportunity to contemplate and to accept.

[4] How can one escape the impogtion of silence through music?

Attai strongly advocates the practice of making music (just for) oneself, especidly a
music that can dissociae itsdf from existing rules, codes, and limitations. The slencing

of peopleis prevented when they participate in the practice of music making and
particularly amusic making that requires their own cregtivity instead of repegting aready
exiging compostions (cf. Music and/as (Dis)Order and Teaching a Supplemen).

Wadter Zimmermann identifies another escape: 'sllent music. He refers to some works by
John Cage as examples. According to Zimmermann, the sound of structured music that
completely absorbs time and space produces passivity in the listener and disableshim
from hearing other sounds (random noise). John Cage's 4'33", three tacet movements
totaling 4 minutes and 33 seconds, alows these sounds to (re-)enter the domain of music
(intheform of dlence) and indtills an awarenessinto the listener's mind of aready
exiging sounds. (Zimmermann thus talks about a noise-making music thet leads to
slence, and asilent music that permits noise)) He 'reeds Cage's music as an ethical-
political battle against a music that |eaves one passive and dependent, that obstructs
thinking and offers no opportunity for reflection; in short, against aslencing of people.
Cage, in gpeech and in practice, admits silence (and with that, noise: cf. Cage and
Slence) asatrace of the other of music into the musical domain. Therefore, hismusic
may be called 'pre-eminently political’ (ethical perhaps?) (cf. Zimmermann in Nauck, p.4-
5).

[5] Slence/noise asthe other of music. How to think through the opening towards this
other, the admission of the other of music within music? How to think through thisform

of hospitdity? (According to Derrida, ethics coincides with the experience of hospitdity.)
Could we think of Cage's music as an example of an ethics of decongruction in musc? In
Music, Decongruction, and Ethics, | state that recognition of the other opens the ethical
dimension of decongtruction. "To get ready for this coming of the other iswhat | cal
decongruction’, says Derridain 'Psyche: Inventions of the Other' (Waters and Godzich,
p.56). Decongtruction acknowledges traces of the other without absorbing, assmilating or
reducing it to the order of the same, the order of the calculable and the familiar.

Is Cage, by integrating noise and silence within music or the musical, reducing the other

to the same? We arrive a a paradox. A 'double bind'. Cage can only focus attention on
the other of music by admitting the other to the very domain of music. Thisisthe
precarious baance between recognition and appropriation of otherness: afull assmilation
will deny the other while afull affirmation of the differences will preclude every contact
with the other. Even if the other resdes outside of music in the traditiond sense (but it is




not a dl clear that it does), it cannot dispense with the concept of music if we want to
give dtention to it. Noise and slence, while escaping the musica, can only be
experienced through the musical. Thisiswhy Derrida does not wish to think of the
invention of the other and the invention of the same as binary opposites. 'The invention of
the other is not opposed to that of the same, it's difference beckons toward another
coming about ... the invention of the entirely other, the one that alows the coming of a
gtill unanticipatable dterity and for which no horizon of waiting asyet seemsready, in
place, avallable (Waters and Godzich, p.55). An unanticipatable dterity. Could we think
of the random sounds that are dlowed to enter 4'33" and \Waiting, that form an integra
part of these compositions, as a receptivity to the advent of an unanticipatable aterity?

[6] Cage's music gives both slence and noise avoice by supplying them with a context.
(They cannot exist without a context.) Hiswork turns slence and noise into experience,
into something we can come to, surrender to, lose oursalvesiin; it re-shapes our attitude
towards slence and noise. Cage re-writes the cont(r)acts between music, slence and
noise so that we can experience the reations between them differently and thus ‘think’
them otherwise. Hiswork is ethica because it offers hospitaity, hospitaity to the
stranger that does not speak the language of music, to ahostis caled slence or noise. (In
Latin, 'hostis means both stranger and enemy but it can refer to 'host' or 'guest’ as well.)
But this hospitdity cannot exist without borders, without a certain sovereignty. Cage
(Cage's music) can offer hospitality because (his) music has a house of its own, its own
domain, dthough its borders are undecidable, insecure, shifting. (‘Decongtruction must
neither reframe nor dream of the pure and smple absence of the frame, Derridawritesin
The Truth In Painting.)

Perhaps music has become a phantom name for Cage. Remnants of the old concept of
music live on, but its contours have faded; its meaning has changed. And right there, in
that flexible, fluent environment, the other gppears. Or rather, the concept of music
changes because the other gppears. Cage invites the other into the house of the same, the
domain of music. His music is once more an 'invention of the other', an opennessto the
cal of the other. ('To invent would then be to 'know' how to say ‘come and to answer the
‘comée of the other', says Derridain 'Psyche: Inventions of the Other'.) Through this, the
music of Cage permanently disrupts our habits of listening. In its encounter with the
accidentd, the unmanagesble, the unintended, his music keeps referring to what is and
what remainsintangible.

[7] Cage does not merely introduce new sounds or noises to the domain of music. His
compositions demand attention to noises that are aways dready present in music, that
resde and resonate in the margins of the music, but that have been disavowed or
suppressed. Cage points us to the other of musc within music. 4'33" draws explicit
attention to unintentiona sounds that music can never exclude, and that are dways
dready part of every composition. The other does not reside outside the same, but isan
inextricable part of it. The hostis was aways dready insgde the house of the hogt, the
uncanny dreedy part of the familiar. Noise as an inextricable part of musc. Thisimplies
the possihility of areversa of the relationship between noise and music. Cage's Waiting
isan exemplary instance of thisreversd. Where musicd tones were once the norm, in
Waiting they appear in a context that is dominated by random noises. Cage's written notes



seem to be deviations within an enormous diversity of possible sounds. This
heterogeneity has no order in itsdlf, but is reveded only by virtue of its bresk from the
conventions of musical order, and therefore remains connected to it. It isthe music, the
musica frame, or perhgps the expectation of music that turns noise (and silence) into
experience, into objects of attention. Context. Demarcation. No hospitality without
excluson.

[8] According to Derrida, the 'invention of the other' cannot be compared with a
traditiona notion of 'capacity to invent'. Contrary to the capacity to invent, the invention
of the other withdraws from every plan or conceptuaization. Any conceptua meaning
should be abandoned as much as possible, or at least delayed. An encounter with the
otherness of the other can only occur in agtate of passvity or susceptibility. Cage
recognizes and admires this susceptibility in the work of Morton Feldman, composer of
many pieces that are extremely long and contain hushed volumes and dow tempos, that
seem to arise hestantly from a slent ground. 'He has changed the responsibility of the
composer from making to accepting. To accept whatever comes, regardless of the
consequences (Cage, 1966, p.129).

No planning. Susceptibility. But does this mean no activity? Derrida saysit is necessary
to prepare for the coming of the other, which indicates a conscious and deliberate effort
to arrive at this passvity. Response-ability. Inert passvity does not promote a
relaionship with the other. It leads ingtead to indifference. An active will to engage with
whatever escapes any anticipating apperception is required to move into this
susceptibility, aresponsiveness and dertness to the possibilities that we randomly
encounter, acombined play of improvisation and dtrategy. 'L etting the other comeis not
inertia open to anything whatever ... | ill cdl it invention because one gets reedy for it,
one makesthis step to let the other come, comein' (Derridain Waters and Godzch, p.55-
6).

Do Cage's unconditiona acceptance and Derrida's active passivity drift gpart here? Let's
see what Cage hasto say about the role of the listener with regard to 4'33". 'The
performance ought to make clear to the listener that the hearing of the pieceis hisown
action - that the music, so to speak, is his rather than the composer's (Cage in Genaand
Brent, p.22). With this comment, Cage gives more freedom to the listener, but aso more
respongbility. Inits non-articulatedness 4'33" provides the listener (and the performer as
well) with the freedom to add value and meaning (or none at al!) to the piece. It isthe
responshility (response-ahility) of the listener to assgn meaning and sense to thismusic.
Even though it no longer has the same provocative effect it had back in 1951, 4'33" ill
demands awillingness of the listener and prompts him to think and reflect. Additiondly,

it dso hasthe virtue of ingdling away of ligening that does not alow for jumping to
conclusions, but that demands a quiet and Smple listening to sounds. Could thisway of
listening be described as a susceptibility to the other, passivein its dedication to the
sounds that present themselves, and activein its dertness to and preparedness for a
divergty of acoustic events?



