Between Noise and Language: The Sound InstallasmasMusic of Peter Ablinger
G. Douglas Barrett

| am not a musician by profession and therefotegve no acoustical prejudices, nor works to defeaoh a futurist
painter who projects beyond himself, into an artcimbeloved and studied, his desire to renew evieyth
NLuigi Russolo, The Art of Noises: A Futurist Magsto

| do not believe in the new. At best, | believairenewal in the sense of a permanent process, in
B the sense of an equilibrium. Renewal is needethfogs to stay the same.
NPeter Ablinger, ODie KISnge interessieren micltiithe Sounds Do Not Interest MeO

Though the Berlin-based Austrian artist and congud®eter Ablinger has gained significant exposure i
European contexts ranging from music performancesatlery installations and discussions in vai@eignan
publications, save for some notable exceptionsi¢reses at Villa Aurora and the Santa Monica Museof Art, Los
Angeles, and Bard College, New York), coveragésof/brk in North America, especially within a disive context
such as this journal, has been relatively limitedll not be ambitious enough to attempt to cottee composerOs entire
career, an oeuvre, which, for his nearly three desaf consistent artistic output, could alreadygdresidered
staggering. Rather, | will concentrate on a fewamant threads | perceive as running throughoutvwdsk and that |
have continued to find stimulating and provocatiVke first: noise as totality: as phenomena, in lived datatiomr in
concepthroughout his career, Ablinger has focused esiteaty on noise in nearly every capacity, includags of
obtaining noise, ways of recording noise, and whiistening to noiseNa kind of listening, | mightch that need not
actually include sound at all. To Ablinger, listemirepresents Oany type of perception, the waybiah we react to
the world which we have to create through the spereeption in the first place. Listening is thus theans of
observing perceptionO (Ablinger, OKeineO 87).gRiergepivotal for an engagement with AblingerGsenaork,
should also prove invaluable in discussing questiegrarding language and music in relation to Afgi®ds work with
the materiality of sound and speech, work he hisdphonorealishinis forms another thread of intereite relationship
between language andimdisicussing work from AblingerOs phonoreabisimsficoncentrating on one work, entitled
A Letter From Schoeabgiere in which recorded speech is transduaedttli into the music-mechanical production of
musical tones played by a computer-controlled plajanoN! will explore questions regarding musanguage, and
representation, drawing upon the work of Gillesebek and FZlix Guattari. This piece will also decharshort
discussion of issues related to recording techyalod musical automata.

To a large degree, Retter From Schoewbeld have appeared to have been the centrepiegglafgerOdsren hsren
(Hearing Listening), a gallery exhibition held D08 at BerlinGsaus am Waldsagrivate mansion-turned art space,
built in the interwar period, that has been exhiigtcontemporary art since 1946. Perhaps a corsiesth as this might
initially seem somewhat obscure for Ablinger: aposer coming from a tradition of concert music presg work in
a gallery ostensibly geared toward visual art. laas am Waldseewever, has had a long-standing tradition of
hosting art events ranging from concert music &atre and literature readings. Additionally, mariyh® works from
HSren hSrémok form as installation pieces comprising varioeslia (sound recordings, sculptural works, video
installations, interactive performance) and wowsiehappeared relevant to at least a few artissioplines (music,
sound art, sculpture, performance). This multi-mpdeulti-medial output would seem perhaps entieghpropriate for
a composer who, although having studied with modeuropean composers GSsta Neuwirth and Roman
Haubenstock-Ramati, explains that he has Olearrggdat deal more from visual art than [he] did froew classical
music,0 and who cites Gerhard Richter, Barnett Nemnand Antoni T"pies as primary influences (OKEh§7).
Regardless, Ablinger explains that the transitiomfhis concert music to installation-based work ad Onothing to
do with transgressing [. . .]. As a child | paintedote poetry, composed. Today | do nothing dife© (OKeineO 86).
Only during the OrealizationO of a work does thdiumeor discipline become important: certain things be done
only in a gallery while others only in a concet k7). In fact, the majority of AblingerOs waorkesthe ©90s has
consistently crisscrossed between media and engageds disciplines. At one point, the artistieffiean updated
consideration of the term opera as a meeting gredndOperception and action,O with the potemtiaricompassing
Osound-installation, sound-art, concert-instatiatisstrumental-theater, visual-music, text-musiasic actions in
public space, interactive music forms, net-musi@.(OArO). Whether it occurs conceptually, esect to discipline,
or in medium, AblingerOs work cuts across and betwe

With at least one early practitioner of noise wdkder Ablinger share a sense of interdisciplindritigi Russolo,
allied with the avant-garde group of Italian fusis, initially began as a painter before his imipaed call for noise in
hisArt of Noisesanifesto of 1913. In terms of the general propéche futurists, described lucidly as Othe mafran
attempt to forge a total homology between the pigysf the art object, the physics of the street,the cultural physics
of the vangardeO (Mann 98), it should be easyetwisg Russolo eventually chose sound, specifiwibe, as his
medium of choice in his effort to capture the dymamof modern life. Russolo states in the opereation ofArt of
Noise©Ancient life was all silence. In the 19th Centwith the invention of machines, Noise was b@oday, Noise



is triumphant and reigns sovereign over the sditgibf men. Through many centuries life unfoldddrgly, or at least
quietly. The loudest of noises that interrupted tsilence was neither intense, nor prolonged, anedO (23). Russolo
goes on to describe an evolution of music thaidaeased in dissonance in parallel with the oasdtevolution of
one of many facets of modernization: the cityfit€®his evolution of music is comparable ttichéomwaifimachimgsch
everywhere collaborate with man. Not only in thesyaatmosphere of the great cities, but even irctuatry, which
until yesterday was normally silent. Today, the Iniiae has created such a variety and contentioroifas that pure
sound in its slightness and monotony no longergkes emotionO (24, emph. RussoloOs). At thisgpoértain tint of
antagonism, even something of the Oanti-traditism& or the down-with-the-past attitude, Oso dethetltalian
futuristsO (Poggioli 31), might already be appaneRtssoloOs manifesto. That antagonism becoesgstwwever,
when he proclaims that OBeethoven and Wagner hisxedsour nerves and hearts for many years. Novhase had
enough of themand we delight much more in combining itsdbethoisgh of trams, of automobile arrgages, arfid
brawling crowds, than in hearing again therQEedREstorgd8Oemph. RussoloOs). However close for Russolo th
connection was between the sounds of life and rfméseid not limit noise to mere imitation: OAltigbuthe
characteristic of noise is that of reminding ugtdity of life, theArt of Noises should not limit itself to e iieptatiuciion
(27-28). Noise was not simply to serve as an im@tdepiction of life. Rather, noise was to be lement within a
composition, to be regulated Oharmonically andmmjtallyO (27), to be given pitches. Russolo adisivag this via
his array of Onoise-instrumenisOnarumpdonsisting of drone- machines, crash-machinespdichines, whistle
machines, shrilling machines, and snort-machinesaAas what to do with these instruments, Rusgated that Oit is
necessary that these noise timbres become abstagetials for works of art to be formed from theks.it comes to us
from life, in fact, noise immediately reminds uffefitself, making us think of the things thabgiuce the noises that
we are hearingO (gtd. in Nattiez 51). Somethirigisfimpulse was also iterated in the Oorganiagudé of Edgard
Varese, particularly in hitonizatigrthe earliest percussion-only work from the Wesser-music canon. In discussing a
performance of the piece, Varsse said, OPeopléheall instruments for making noise. | call thentrimaents for
making sounds.O It is true that with Varese, ak Ritssolo, the emphasis was on integrating noiseinomposition.
It was Ostill the composer who decided what hegjdpto retain in his workO (Nattiez 52).

RussoloOs conception of the use of noise wasanatr from that of thenusique conaetaposers, for whom,
beginning in the 1950s, Russolo was a precursoaariéar influence. Nearly all of the theory oflgarusique concrete
comes from the writings and compositions of onissagfost influential pioneers, Pierre Schaeffest Hacilitated by
the new ability to conceal sounds from their sosinda the technological advancement of the taperder, Schaeffer
contemplates a corresponding mode of listerificgute rZdiriéduced listening), in which a soundOs causatitmoved
or ignored. Causality was ignored if the recordeaterial went mostly unaltered; it was almost ehtieematter of
listening practice. The removal of traces of catysatcurred as a result of various tape-manipoiefirocedures,
editing, etc. Schaeffer invokes the trope of Pyitesf)s curtain, according to which disciplesdisterthe
philosopherOs lectures behind a curtain so as to he distracted by his appearance or gestianatiPointing out
that acousmatic refers to Oa noise one hears witeeing what causes it,0 Schaeffer writes atarks the
perceptive reality of sound as such, as distingdiiom the modes of its production and transmig3i¢77). In asking
the listener to ignore the references of a sownitfiisand instead concentrate on its acoustic rholpgy, Schaeffer
suggests an experience similar to what appeargeiw af AblingerOs noise works. Although, as $ehileftrates in
his Etudes de bruit (Noise Studies), noiseNencafesiitaylOobjet softhre sound object), the fundamental and
temporally short perceptual unit Schaeffer deffioesvorking with recorded soundNis material for coosition. Noise
is not noise for its own sake; it must be placéiima structured musical context. Semiotician Jdacques Nattiez
concludes that, rather than investigating the w&ghaeffer concentrates solely on the materidd. i@mspired by
linguistics, he distinguishes three levels in ralsiorks, comparable to the phoneme, word (or merpg), and
sentence; these are (a) the components that gthim&ound-object, (b) the sound-object as a amd,(c) integration of
the sound-object into a structure, giving it meg®n(94). SchaefferOs hesitance to move beyont anagtd be

related to his OlessonO ofsitien fernfskipping needle), in which a record was left peae endlessly in single groove
while Schaeffer became fixated upon this type dfqdarly brief structural level of compositiomahterial (Nattiez
94). Ol arrived at an itinerary leading to soundthrough experiencing a skipping needle (withtbat skipping
needle, my method would doubtless never have seslight of day)O (Schaeffer qgtd. in Nattiez g4). Ablinger,
noise exists as a different category altogethenaps this might allow for the possibility of résgsthe kind of
integration into a composition as material, as thascase with the noise of the avant-garde, chariatic of Russolo,
Varese, and Schaeffer. Ablinger insists,

Noise is different [from] other sounds. To me #limost the opposite. Noise is certainly one of
the oldest sounds of which humans have become aiavaterfall, the sea or a forest rushing
can involve an experience comparable to the sifjatmountain range, the desert or the stars at
night. Such experiences are as far as possibléddemeaningful information yet they act like

a mirror, they throw something back upon ourselmssfar as we read something into them, turn
them into something which is anchored only in olwese Hence, in such situations we
experience ourselves. (OKISngeO 94)



In Ablinger®s noise works, especially those fmexhaustiviVeiss/WeissliBWhite/Whitish series, the emphasis is
neither simply a gesture of anti-traditionalismo(th | do not suggest here that AblingerOs wddvisid of a certain
spirit of antagonism or Oanti-O inherent to theagarde, but rather suggest that it is not caughin the mere
gesture of its repetition), nor is this work abmetely placing noise within a composition. Ratleconcentrating on
its materialization, or the entire lack thereofainrks that exist only in concept, noise becomesahgosition in and
of itself. And this occurs in a myriad of instatidias and conceptions: its physical and phenomeresentation, its
existence across media, its mere potential fotreexs in the form of places or situations, itsemee as thought. What
follows is a brief overview of some of ieiss/Weisslipieces contained in Ablingek¥sen hsrehow.

The installation ofNeiss/Weisslich 7a, RauschempfSnger/NoideReetlaasam Waldsaaibition consisted of
several consumer-grade, portable world-radio reesifiung at ear level, each spaced less than a iagedirt around
one of the rooms. The sound emitted from thesec#gswvas just barely audible amongst the soundbherfsan the
room (the rustling of clothes, footsteps, softhkep conversations), imparting a quality of beimgosinded by a very
subtle yet constant hum that would drift out ofgegtion when attention was not deliberately paié.tn fact, with
this piece as with a few others, the visual compoofets presentation was even at times more ¢ongps than the
sound. This uncertainty as to whether or not thecpiwould rise to the perceptual surface was acaoieg by the
thought that, at any moment, something, some unkmsignal or sound, could be transmitted through ohthese
tiny radios Weiss/Weisslich 18, fYr Robert Ranke-GrarassoiDof the pieces set up for CD playbackiatening
station. The CD contained individual tracks for tveefield recordings Ablinger created, each comaga forty-second
recording of a tree from one of various locatidwsver Austria, Croatia, Germany). What was intergggbout these
recordings was the consistency. Each recordinggwed only a single, ever-so-slightly varying aodémoise that
lacked outside OdisturbancesO or interferencésgéibbays that nothing in these recordings wasadind that for
some of the recordings he Osat for more than a, Weela hunter, in order to get an undisturbedaeting of 40
secondsO (OWeiss/Weisslich 180). It is worth matliviy these two examples a current already apuiaee
preoccupation with the found, whether that mightmfrom nature, technology, or culture. For Ablingaese
findings are entirely about perception. In desexgpba walk though a corn field in eastern Viennaspeaks of a
Ojerking open of perception® when he describesllgdiaaring the field itself, a hearing that wissfinst outside of an
explicitly aesthetic circumstance (e.g., a coriall. He explains that the rest of his work frdvattpoint on has had to
do with that experience (OWeiss/Weisslich 180).

If I were to extend much further the noise histbhegan earlier, doubtless | would be requirechtdude the
work of John Cage. In particular, the piet®33@ould be said to mark a transition from the intria the (organized)
sound of noise, to the noise of silence: the oaisemthat sound, and therefore noise, is all atbus, always.
Following4033,én even further distillation of listening as sushlingerO#/eiss/Weisslich 29 b, 24 StYle/24 Chairs
consists of a set of twenty-four chairs arrangedvirs as they would normally appear in a concelti baly situated
outside. For thélaus am Waldskew, the chairs were arranged in a sectionedreéf ia the courtyard in front of the
house. With this piece, | found there to be a tmm&ietween considering the chairs as sculpturaatdpnd
considering them as a conceptual invitation faefimgNand then, of course, experiencing their atpfaysical use as
seats for hosting a listening body when | didsitrdand listen. Here the apparatus of the concaltitself is invoked
(ostensibly minimally, yet almost absurdly) andgparted in order to instantiate anywhere the lafidistening the
concert hall normally suggests. In what mightdresidered another listening piece, this time atstaining a certain
kind of conceptual purity and quasi-absurd sen$miofour, a participant is offered a set of headmsowith built-in
microphones designed simply to amplify sounds anédanot normally hear: sounds inaccessible dysdgimity or
amplitude.Weiss/Weisslich 36, KopfhsSrer/Headptiworagsly acts as a kind of acoustic magnifyimgglWalking
around theHaus am Waldseel sitting occasionally with the oversized cortiompon my head, certain sounds stood
out more than usual: wind sounds, the water sowfitise lake, conversations whose participants Idcoot see,
sounds from other pieces inside the gallery. UpblingerOs approval, | wore tepfhrénroughout the city of
Belfast, accompanied by performance artist Framc@sgliardi, as part of a collection of urban perfance works in
Performing the City: An Urban Performance WorksH8arrett and Gagliardi). In the noisy urban langsgasound
sources were yet more difficult to place and trerallvexperience, as would be expected, was mamatichand
disorienting.

As it was installed for théSren hSrexhibition, Weiss/Weisslich 15, Installation und Hinwelistiimstahd Reference
took up nearly the entire second floor of Heus am Waldsdewever, other than a small music stand contajran
diagram and the title of the piece, there was mgho see in any of the five gallery rooms; it @a@linost have
seemed that there was nothing to hear either. Edi¢he five rooms was filled with a unique Ocolbsitence,O filtered
noise approximating the German vowels, A, O, U|,Bplayed extremely quietly over hidden loudspeskjerst at the
edge of perceptibility. In moving from one roometwother, an almost unbearably subtle change ocounsjs not
quiet sure if it is a change in temperature otie tjuality of sunlight entering the windows. Witktfier examination it
becomes clear: this isolated sonic component gtikge, an element of speech, the vowel, is pheralined and
made explicitly temporal and spatial. Each neatgns vowel sound covered the space of an indivicham of the
gallery; the listener was able to test the thresbbaudibility of each vowel, and, walking fronomoto room, the
various possible in-betweens.



Weiss/Weisslich 36, KopfhSrer/Headphones
(1999) from Peter Ablinger HSren h8ren (Hearingtérsng) Haus am WaldsBerlin, 2008

Weiss/Weisslich 15, Installation und
Hinweis/Installation and Reference (1995) from Pe&blingerHSren hdréHearing
Listening) Haus am WaldsBerlin, 2008



A Letter From Schoenberg - Reading Piece with RI&ano
view of computer-controlled player piano from PeiélingerHSren hsren
(Hearing Listening}iaus am WaldsBerlin, 2008



In a number of works from Peter AblingerOs phatisra series, another kind of phenomenalization of
language occurs in which a similar kind of percapboundary is approached and placed upon a delibahk of
articulation. In these works, however, it is matézed recorded speech that becomes the perceptaitr for
scrutiny, placed beneath the magnifying glass af wiould otherwise serve as ordinary musical tohgisle from
explaining the technical problem of how this isn¢uvally accomplished, | should first take a sligtour, a
contextualization of the relationship between ibl$ of music and language.

It would seem that, if anything, music has alwesid a complex relationship to language. Often wETed
apart from language, music is said to be Oinef@lilés betweerléJe-ne-sais-quoi et le PresqughieedonOt-know-
what and the almost-nothing), writes philosophexdithir Jankelevitch (gtd. in Pisaro 13). Nevertsgltanguage
seems to enter the frame every time the questiorhaf music means is asked. The question as tdheshetusic refers
to anything beyond itself, anything of the OexttesicalO outside world, was famously argued betteerist Eduard
Hanslick and Richard Wagner, and continues to beated by new musicologists such as Susan McClary an
Lawrance Kramer. Theodor Adorno discusses sigtiinan his essay OMusic, Language, and CompoSitinra
manner that departs somewhat from earlier assestibat refer to musicOs Oaconceptual and nonreatéesesl
aspect,O or his and Hanns EislerOs descriptiarsiuf as the Oabstract par excellehce], farthest removed from the
world of practical thingsO (Eisler and Adorno A4 though Adorno begins OMusic, Language, and GisitipnO by
writing that music Odoes not form a system of €)gms asserts that music, in some sense, mush Eilynification. He
posits music somewhere between Onon-significatimhl@nguage: Omusic without any significationnibee
phenomenological coherence of the tones, wouldnieleean acoustical kaleidoscope. As absoluteisgioh, on the
other hand, it would cease to be music and palsglyainto languageO (Adorno 114).

It may also be said that Deleuze and Guattari shiara conception of music as an aconceptual,
nonrepresentational art form. They consistentlyipgge music not for any signifying or Ocommuitinat valueO
(348), but for its explicit temporality. OMusic ecalarizes sound matter and in so doing becomeabtapf harnessing
the nonsonorous forces such as Duration and IrtigdgB43). Music, they saypfshe refral@The refrain fabricates
time du tempsThe refrain is the Oimplied sense@gq. . .]. Time is not an a priori form; rather,efrefrain is the a
priori form of time, which in each case fabricaléerent timesO (349). This fabrication of durgtar marking of
time, has less to do with the signified, or thematerial, than it does with immanent sound mat@€ertain modern
musicians oppose the transcendent plan(e) of aagon, which is said to have dominated Westerasital music, to
the immanent sound plane, which is always givengalith that to which it gives rise, brings the emgeptible into
perception, and carries only differential speedssiowness in a kind of molecular lappingO (26fifeMEric Prieto
elaborates on Deleuze and GuattariOs emphasig ooinepresentational dimension of music; he gonés note their
description of music as nomadic

For Deleuze and Guattari, music is an exemplarymaviding the clearest practical example of
the kind of nomadic thought they seek to promotéerporal art, it puts the emphasis on the
Bergsonian dynamics of flux and becoming; a nomesgntational art, it puts our perceptual
faculties in touch with our intellectual faculties way that does not require the mediation of
concepts and representation. But above all, thgueayrit is nomadic, it brings together different
levels of analysis, enabling them to be containgtdma single thought. By liberating us from
the limitations of representational thought in #hestotelian tradition, which requires that we
work on one conceptual plane at a time, music hefp® understand how, from the interstellar
to the sub-atomic level, everything is in toucthweiterything else. (Prieto 10)

This quotation touches upon a feature of Deleuz# @oattariOs thought | find particularly provocatind makes the
work of the post-structuralist duo particularlyeseint to my discussion of AblingerOs phonoredllisifeature is a
special category they introduce, a category thanisely centred on the abolition of categoriesntiselves: the
rhizome. In counter-distinction to the treszlfoy, the rhizome is a root structure; it allows utrieted movement
between fields, categories, distinctions, medsajplines. Although music is indeed nomadic, fdeDze and Guattari
music is the rhizomatic art forpar excellerieey write, OMusic has always sent out lindigbf flike so many
Otransformational multiplicities,® even overtuthingery codes that structure or arborify it; trsavhy musical form,
right down to its ruptures and proliferations, éenparable to a weed, a rhizomeO (Deleuze and Guaftal2). And
musicOs potential for Ooverturning the very chdesttucture or arborify itO (11), whether theskes are its existence
as non-noise or as non-language, may be realizagisety in AblingerOs work. In other words, witlinger, music
may also be noise or language. Or, as with photisreait may be said to exist somewhere in between.

If one would suspect a connection between phonisreand the visual medium, Ablinger confirms: hesshe
impulse behind the concept began precisely in wong@®what the concept of photographic realismamgan for
musicO (OKISngeO 96). What resulted was a serekfeferred to as Quadraturen (Squarings)riaseearly as
extensive as hid/eiss/Weissliskries and similarly encompassing realizationariows media (concert performances,
sound installations, works for computer-contropeho). What these works have had in common has theeway in
which the musical structure, typically consistihgense layers of musical tones, would come acasetuially copying a



sound recording. Ablinger compares the temporal fiaduency grids with technigues used in the g@phts in

which photographs are rendered into prints (OQutadeaO). The series of pieces similarly creates gissible fits,O
so to speak, between recordings and what effgctieglome the sonic analogue of pixels: musicabtdkiginger
explains, however, that Oa genuine phonorealisnidvamilly be possible if the instruments had no @rexs and their
playing speed could be taken beyond the limit efdbntinuous, namely 16 beats per second, andéssef changing
parameters could be rendered at that speed. Therlabndition can only be met with a computer-caofigd piano;

the former cannot be met by natural instrumentsalid (OKISngeO 96). Ablinger states that his ndndbese works
lies not in Oliteral reproduction itself but prelsigthe] border-zone between abstract musicakstme and the sudden
shift into recognition.O However, he then describesvork as dealing with the observation of Qy€alia OmusicO
(OQuadraturenO). This work becomes concernedhwittension between abstraction in musical termsthed
potential for music to exist as recorded docum€his document, however, does not operate in famigems, such as
photography or images. It is sound, particularlgoreled sound, that serves as the subject of muadisatvation.
Comparisons with visual art aside, the uniquenétisi®procedure within its own medium should bepbasized.
Deleuze and Guattari describe certain medium-sjpegifalities of music when they assert that Owdnemds
deterritorializes, it becomes more and more refjriellecomes specialized and autonomous. Cologglnore, not
necessarily to the object, but to territorialityh® it deterritorializes, it tends to dissolvdetdtself be steered by other
componentsO (347). They continue: OSound owegmttiés not to signifying or OcommunicationalO vdlue} nor to
physical properties.O It owes more to the sens©swund invades us, impels us, drags us, trarespiesO (348). Sound
is unique as a medium because it resonates andn@savithin us; it does not exist solely exterj@tyan object of
signification or communication. Deleuze and Gudttaso write: OThe voice in music has always beeivileged axis
of experimentation, playing simultaneously on laggiand sound. Music has linked the voice to ingnis in

various ways; but as long as the voice is sonmgaitsrole is to Oholdd sound, it functions astanbcircumscribed on
a note and accompanied by the instrumentO (9&)etar Ablinger@stter From Schoertbergpice is a primary subject
of experimentation. And it is precisely the struetof its relationship to a musical instrument, phegyer piano, that
becomes crucial.

To accompany the following discussion, | reprodueee the text fronA Letter From
Schoenberg - Reading Piece with P¥ayer Piano

Mister:

You. . . . In spite of my protest,

you have published

LeibowitzO performance

of my Ode to Napoleon

with a woman voice,

which | find

terrible.

(. . .behind the orchestra . . .)

| can only tell you now,

that you will

hear from me.

You will, | can tell you,

you will regret this act

severely.

1 will

be busy to help you

to be ruined

by this

what | will do. . . .

(Some of the instruments . . . insmall. . ..)
You are not only a bugger . . .

You are not only a man who disregards an artistOs w ishes,
his artistic beliefs,

you are also a man

who does not care

to keep a contract.

You know that you signed a contract,
according to which

you have

to account to me regularly.

You must have sold

quite

a number of records

of my Violin Phantasy,

of the Trio,

and other things which you . . .

but which you issued without my consent.
I tell you,

you will hear from me also about these things,
and | hope it will cost you very much money.

Yours . ..



The installation ofA Letter From Schoenberg - Reading Piecd eittddtdyeHaus am Waldssdibition consisted of a
grand piano with an enormous apparatus placed @notoits keyboard, situated in one of the main reahthe
gallery. Every hour upon the hour a gallery visitaw the keys of the pianoOs keyboard, obviodsty aj the
contraption sitting atop it, move in a seeminglgraglic, violently rapid manner. What a visitor héavas an
enormously loud aggregate of piano sound emittéidedn by the instrument itself. Remarkably, as ementually
realizes when reading along with the text, oneaastually discern SchoenbergOs original speetitated by piano
tones. What could be said of this discernibilifjsipotential for constant oscillation: one cduédr the mass of sound
as piano music (extremely loud and fragmented praosic), and then upon recognition of a word, ftance, be
immediately thwarted into intelligibility. Upon rization of this phenomenon of perceptual oscdlatiand upon
noticing that one can will it into being (one it nequired to read along), the thought arises geghaps the very
constitution of speech, and similarly, the expex@eof music, are each entirely voluntary activiliegsd perceptual
acts. On which OplaneO am | experiencing this?cMusand writer Chico Mello makes note of a similagnitive
questioning that occurs with the piece: Oln thdsipéication which links two differing symbolic vetsr(music and
language) various cognitive perceptions are questiorhus the occasional intelligibility of the lepo or rather,
OplayedO texts are perceived musically as reciriiations or even hallucinationsNthe decodingvedrds encumbers
the purely musical reception pushing it into thekgroundO (103). The presence of speech becorinebaf kiirage,
the voice of a phantom character, when listeningically; when decoding words, one is forced torgttee purely
musical. There seem to be strong resonances betWisgoshenomenon and trecousmstsmund-film theorist Michel
ChionOs characterization of invisible, Ooff-scegm®dh. This phenomenon is the filmic versiori@t® SchaefferOs
acousmaticdescribes Oa character whose relationshhetsdreen involves a specific kind of ambiguityasuillation
[. . .]. We may define it as neither inside norsidé the imageO (Chion 129). This master voicgartlysshifts
between appearing to be Oon-screenO and off, difrd iypically takes shape in the form of robetsnputers, and
ghosts, who are granted special powers of omnesi@md omnipotence (129). Though without imageseeh Letter
From Schoenbergains a similar oscillating ambiguity with re=pe the origin of the voice of Schoenberg. Anautih
there is no screen, the listener is caught upertakk of trying to place the source of this ghastparition: if not from
the piano, from just where does Schoenberg spealiwhat mechanism are we able to hear Schoefievyice?
Letter From Schoeimvelges the anachronistic meeting of two musikrtetogies: musical automata and

the phonograph. Typically, the latter is thoughtasfhaving replaced the former. Mello writes tiat player piano
used inA Letter From Schoemesmes Oan oversized phonographO for reprodyeiaghs(103). Thomas EdisonOs
invention of the phonograph in 1877 was a by-prddif@xperiments designed to reproduce the hunmrgirsy voice
(Abbate 202), and was a culmination of a desif2ftse speech and writingO (Kahn 91), and to cornataniith the
dead (Kahn 214). OPrior to inventing the phonogréHison] sought to develop a device that couke tédne
phonautographic signatures of vocal sounds andhaatioally transcribe them into the appropriate de@ (91).
Ablinger®s machine turns the Ophonautographidsigaaf vocal soundsO into piano tones. As fauaisal
automata goA Letter From Schoam®s@ souped-up player piano, enhanced by théspmeof the computer and the
dexterity of augmented mechanical elements. Hisatiyi, the components of automata have been, firetsounding
instrument, the keys and hammers in the case oplther piano; second, that which touches the umsént, a fitted
player; and third, Oan inscription of the musicatkwwhich determines rhythm and pitch as well ti@pnuances by
the specific arrangement of pins on the cylindepunches in disks, or in rolls of paper or brgadate 203). This
third component, in the case AfLetter From Schoeidbgeg another copy, another unoriginal: the restted,
reproduced voice of Schoenberg.

To return to a question raised earlier with resgedDeleuze and Guattari andl Letter From Schoenbengly

regarding the structure of the relationship betwtéenpiano and speech, what does it mean to saytiegiano Oplays
backO the recording of Schoenberg? Does thisoreship belong to the representational, the imigtihe mimetic, or
something else entirely? As part of their elabonadif the rhizome Deleuze and Guattari describ@enQiple of
asignifying rupture: against the oversignifyingaliseseparating structures or cutting across aesiigictureO (9). As an
example of this phenomenon (and perhaps to disagiteeexplanations contained in many a David Atterdugh

film), they write, Olt could be said that the cddhiitates the wasp, reproducing its image in aifsimg fashion
(mimesis, mimicry, lure, etc.). [. . .]. At the satime, something else entirely is going on: n@ation at all but a
capture of code, surplus value of code, an incrieagaglence, a veritable becoming, a becoming-weésipe orchid and
a becoming-orchid of the waspO (10). Could it tktlsat in A Letter From Schoembaggure of code is occurring? A
becoming-speech of piano, a becoming-piano of 8e@c perhaps it is the becoming-Schoenberg ofgian

For that matter, can we speak of a becoming-Schexendf Ablinger? One cannot help but think aboutaivappears

as a certain gesture of iconoclasm invoked lretter From Schoeflibergame violence of supposed misinterpretation o
which Schoenberg accuses Mr. Ross Russell (thessigr of the letter) seems to become redoubletheitkblinger
piece. The materiality of the accusation itsel (higinal recording) becomes fodder for yet anothe
(mis)appropriation, the new grounds upon whichayeither transgression is committed (the Ablingecg)i. This time
the difference is its deliberateness, its constitaind placement as art object, and of coursébth@rre conditions of its
mode of production. | mentioned earlier somethifighe complex relationship Ablinger®s work holdse®anti-
traditionalism,O or down-with-the-past attituderskieby the futurists and much of the avant-garadel suggested that



AblingerOs work is not consumed with simply repegtstures of the Oanti-O, or with the tearing ddwradition. |
would like to suggest now that, more importantlglidgerOs work invites, with its refraction ofggation, an
ambivalent overturning of each moment. An overtaghthat simultaneously requires stasis, it empbasie between
(noise and language, music and object, thoughteauperience) and privileges perception in the noer &ve new as
such. Ablinger: Ol do not believe in the new. At biebelieve in a renewal in the sense of a peemiaprocessO
(OKISngeO 94). Deleuze and Guattari assert thhighatly is the history of perception, and whatmake history with
is the matter of a becoming, not the subject maifex storyO (347). For Ablinger, this matter obheng, perception,
is a process that continually happens in the ptesen

Notes

1/ See <http://ablinger.mur.at/werke.html/#a27> for a complete list of AblingerOs
Weiss/Weisslich pieces.

2/ See OThe Future of Music: CredoO in John Cagjsfis@New York: Wesleyan UP, 1961).
OWherever we are, what we hear is mostly noisgd.$tatic between the stations. Rain. We

want to capture and control these sounds, to useathot as sound effects but as musical
instruments.[...] If this word OmusicO is sacredeserved for eighteenth- and nineteenth-
century instruments, we can substitute a more nmegini term: organization of soundO (3). And
to recount CageOs often-quoted conversation vétbrthineer during a visit to the anechoic
chamber at Harvard: Ol heard two sounds, one highane low. [. . .] He said, ODescribe them.O
I did. He said, OThe high one was your nervousrayistoperation. The low one was your blood
in circulationO (A Year from Monday: New Lecturad &Vritings [New York: Wesleyan UP,
1967], 134).

3/ Documentation of Ablinger@sLetter From Schoerdretze found at:
<http://ablinger.mur.at/txt_qu3schoenberg.htmI>. Fothe original Schoenberg recording and
transcript, see: <http://www.schoenberg.at/6_archieice/voice48_e.htm>.
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