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A Le t te r  F rom The  Ed i to r

A n o t h e r  s u m m e r  i s  s l o w l y  m e a n d e r i n g  a w a y.  S o o n  t h o s e
sun drenched,  d iaphanous,  days  that  bestow  an imper turbable
s p i r i t  w i l l  f a d e  i n t o  a  k a l e i d o s c o p e  o f  r u s t y  c o l o r e d  l e a v e s ,
h o o d i e s ,  a n d  b r i g h t l y  c o l o r e d  s c h o o l  s u p p l i e s ,  a s  m i g h t y
a c a d e m i a  f l e x e s  i t s  B o s t o n i a n  m u s c l e .  T h e  s o u n d s  o f  f a l l
a r e  a l r e a d y  f i l l i n g  t h e  s t r e e t s  a s  a  c o n t r a p u n t a l  c h o r u s  o f
“Heeeyyy ! ”  can  be  heard  a round  many  a  campus  when  f r i ends
s q u i n t  a n d  t h e n  r e c o g n i z e  e a c h  o t h e r  i n  t h e i r  s u m m e r  t a n s
a n d  r e l a x e d  d e m e a n o r s .  A r o u n d  N E C  t h e  f a l l i n g  l e a v e s  w i l l
m i x  w i t h  t h e  c a c o p h o n y  o f  s o u n d  w a v e s  f a l l i n g  o u t  f r o m
J o r d a n  H a l l  o n t o  G a i n s b o r o u g h  b e l o w.  O t h e r,  m o r e  a b s t r a c t
s o u n d s ,  m a y  a c c o m p a n y  t h o s e  m o r e  m e l o d i o u s  t u n e s ,  s u c h
as sounds of practice session frustrations as you and Shostakovich
a r g u e  o v e r  t h a t  pa r t i c u l a r  s e c t i o n  a g a i n .  N e v e r  f e a r.  T h e
nex t  t ime  you  need  a  b reak ,  s imp l y  check  ou t  an  i n fo rma t i ve ,
e n l i g h t e n i n g ,  a n d  i n s p i r i n g  a r t i c l e  o r  i n t e r v i e w  i n  Vo x .  We
a r e  h e r e  f o r  y o u .  W e l c o m e ,  h a v e  a  s e a t  a n d  a  c u p  o f  t e a .

S e r i o u s l y,  t h o u g h ,  w e l c o m e  t o  t h e  f i r s t  i s s u e  o f  Vo x .  F o r
t h o s e  o f  y o u  w h o  n e e d  a  b r u s h  u p  l e s s o n  i n  L a t i n ,  m y  T h e
N e w  C o l l e g e  L a t i n  a n d  E n g l i s h  D i c t i o n a r y  d e f i n e s  Vo x  a s
“voice; sound, tone, cry, cal l ;  word (wri t ten or spoken); utterance,
s a y i n g ,  e x p r e s s i o n ;  p r o v e r b ;  l a n g u a g e ;  a c c e n t , ”  a n d  t h a t ’ s
a  p r e t t y  s p o t  o n  d e s c r i p t i o n  o f  u s .  T h e  p u r p o s e  o f  Vo x  a s  a
s tudent  o rgan iza t ion  i s  to  fos te r  a  g rea ter  sense o f  communi ty
wi th in  the NEC student  body through promot ing an envi ronment
where a heightened awareness of music in i ts context historical ly,
p h i l o s o p h i c a l l y,  a n d  s t y l i s t i c a l l y,  e n c o u r a g e s  d i s c o u r s e  –
g i v e s  v o i c e  –  w i t h i n  t h e  s t u d e n t  b o d y.  Tw i c e  a  s e m e s t e r  w e
w i l l  p r o v i d e  a  g r a b  b a g  o f  a r t i c l e s  ( a l l  c o n t r i b u t e d  b y  y o u r
p e e r s  a n d  c o l l e a g u e s )  p e r t a i n i n g  t o  m u s i c  p a s t  a n d  p r e s e n t
a s  w e l l  a s  i n t e r v i e w s  w i t h  N E C  a l u m n i  a n d  f a c u l t y.  O u r  B a c k
t o  B o l i v i a   s e c t i o n  w i l l  p r o v i d e  q u i c k  t i p s  a n d  i n f o r m a t i o n
p e r ta i n i n g  t o  o u r  l i b r a r i e s ,   Spa u l d i n g  a n d  F i r e s t o n e  ( a n d
yes ,  you  read  t ha t  co r rec t l y,  t he  t i t l e  Back  t o  Bo l i v i a  pe r ta i ns
t o  a n  o b s c u r e  b i t  o f  t r i v i a  o n l y  u s  l i b r a r y  r a ts  k n o w ) .  Va r i o u s
q u o t e s  l i k e  t r u f f l e s  f o r  y o u r  c o n t e m p l a t i v e  p l e a s u r e  w i l l  b e
p r o v i d e d .  L o o k  f o r  c o n c e r t ,  c d ,  a n d  b o o k  r e v i e w s  i n  f u t u r e
i s s u e s .

I f  y o u  h a v e  a n y  q u e s t i o n s ,  i d e a s ,  c o m m e n t s ,  o r  r e a c t i o n s ,
t o  t h e  a r t i c l e s  o r  i n t e r v i e w s ,  p l e a s e  f e e l  f r e e  t o  c o n t a c t  u s
a t  v o x _ n e c @ y a h o o . c o m .  W e ’ d  l o v e  t o  h e a r  f r o m  y o u .  W h o
k n o w s ,  w e  m i g h t  e v e n  p u b l i s h  y o u r  r e a c t i o n .  S o  c o m e  o n ,
t e l l  S h o s ta k o v i c h  y o u  h a v e  t o  t a k e  a  b r e a k ,  p u l l  u p  a  c h a i r,
p u t  u p  y o u r  f e e t ,  a n d  s e t t l e  i n  w i t h  Vo x .  T h e  k e t t l e  i s  o n  t h e
b o i l .

( )
( )
( )
( )
( )
( )
( )
( )
( )
( )

Anton  F ig
B o r n  i n  C a p e  To w n ,  S o u t h  A f r i c a ,  A n t o n
b e g a n  p l a y i n g  d r u m s  a t  a g e  f o u r.  A f t e r
per fo rming  in  numerous  success fu l  loca l
rock  bands he moved to  Boston to  fur ther
pu rsue  h i s  mus i ca l  i n te res t s .  H i s  f o rma l
e d u c a t i o n  i n c l u d e d  s t u d i e s  a t  t h e  N e w
England Conservatory of  Music in Boston,
studying both jazz and classical discipl ines
g radua t ing  w i th  Honors  i n  1975 .  I n  1976
h e  m o v e d  t o  N e w  Yo r k  w h e r e  h e  b e g a n
to establish a career as a freelance musician.

Some  o f  t he  many  reco rd ings  An ton  has
made inc lude  se lec t ions  w i th  Bob Dy lan ,
Mick Jagger, Kiss, Cyndi Lauper, Madonna,
G a r y  M o o r e ,  Sp i d e r,  A c e  F r e h l e y,  J o a n
Armatrading,  Rosanne Cash,  Joe Cocker,
John  Ph i l l i ps ,  War ren  Zevon ,  Sebas t i an
B a c h  a n d  P a u l  B u t t e r f i e l d .

An ton  i s  p resen t l y  a  member  o f  the  “CBS
O r c h e s t r a ”  a p p e a r i n g  n i g h t l y  o n  ‘ L a t e
Show w i t h  Dav id  Le t t e rman ’  -  a  pos i t i on
he has held s ince 1986. Dur ing th is tenure
he has p layed wi th  scores o f  great  ar t is ts
i n c l u d i n g  M i l e s  D a v i s ,  J a m e s  B r o w n ,
Bruce Springsteen, Stevie Winwood, Bonnie
R a i t t  a n d  To n y  B e n n e t t .
T h e  C B S  O r c h e s t r a  h a s  b a c k e d  a  h o s t
o f  a r t i s t s  s u c h  a s  St e v i e  Wo n d e r,  F a i t h
H i l l ,  L i t t l e  R i c h a r d  a n d  B B  K i n g  a t  t h e
closing ceremonies of the summer Olympic
G a m e s  i n  A t l a n t a .  T h e y  a l s o  b a c k e d  A l
Green ,  G lo r i a  Es te fan ,  I n  Sync  and  E r i c
Clapton for  VH1’s Save the Music concer t
a t  t h e  W h i t e  H o u s e .  M o s t  r e c e n t l y  t h e y
w e r e  t h e  b a c k u p  b a n d  f o r  t h e  c o n c e r t
f o r  New Yo rk  C i t y  whe re  t hey  pe r fo rmed
wi th  Dav id  Bowie ,  M ick  Jagger  and  Ke i th
R i c h a r d s ,  E r i c  C l a p t o n  a n d  B u d d y  G u y,
Macy  Gray,  and  James  Tay lo r.

A n t o n  h a s  a l s o  p l a y e d  l i v e  w i t h  P a u l
Simon, Booker and the MG’s, The Thompson
Tw ins  a t  L i ve  A id ,  and  p l ayed  a l ongs ide
Jim Keltner for Bob Dylan’s 30th Anniversary
c o n c e r t  c e l e b r a t i o n .

In 1996 Anton released a drum instructional
v i d e o  a n d  b o o k  e n t i t l e d  “ I n  t h e  G r o o v e ”
a n d  “ L a t e  N i g h t  D r u m m i n g ” .

A n t o n  h a s  j u s t  c o m p l e t e d  h i s  f i r s t  s o l o
record ent i t led “F igments” .  Produced and
co -wr i t t en  by  F ig ,  t he  reco rd  rep resen ts
3  y e a r s  o f  w o r k  a n d  i n c l u d e s  s i n g e r s
and musicians Richie Havens, Brian Wilson,
Ivan Nevi l le, Sebastian Bach, Ace Frehley,
Al  Kooper,  Chr is  Spedding,  Donald ‘Duck’
D u n n ,  B l o n d i e  C h a p l i n ,  P a u l  S h a f f e r,
R a n d y  B r e c k e r  a n d  R i c h a r d  B o n a .

Con t inued  on  page  2

M y  B o d y  B e c a m e  a  T r o m b o n e :
A  F e w  T h o u g h t s  o n  t h e  M u s i c  o f  V i n k o  G l o b o k a r

Yvonne  Lee

A t  a n y  m o m e n t ,  i t  s e e m e d  a s  i f  s h e  w o u l d  h y p e r v e n t i l a t e ,
l o s e  h e r  v o i c e  o r  b r u i s e  h e r  c h e s t .  H e r  m o v e m e n t s ,  h e r
v o i c e ,  a n d  t h e  i n t e n s i t y  i n  h e r  e y e s  w e r e  i n c r e d i b l y  v i s c e r a l .
H e r  s p e e c h  a n d  s i n g i n g  w a s  r a n d o m ,  y e t  v e r y  a r t i c u l a t e ,
i n t e r w o v e n  w i t h  g a s p s ,  g r u n t s  a n d  s c r e e c h e s ,  c o n t r a s t e d
a n d  a c c e n t u a t e d  b y  t h e  p o u n d i n g  o f  h e r  c h e s t  w i t h  h e r  f i s t ,
t h e  s p i n n i n g  o f  a  r a t c h e t  o v e r  h e r  h e a d ,  t h e  b a n g i n g  o f  a
m a l l e t  o n  a  w o o d b l o c k ,  a n d  t h e  s c h i z o p h r e n i c  s c r i b b l i n g
o n  t h e  p i e c e  o f  pa p e r  o n  t h e  ta b l e  i n  f r o n t  o f  h e r.

S i t u a t e d  o n  t h e  t a b l e  i n  f r o n t  o f  h i m ,  w e r e  a n  a r r a y  o f  p o t s ,
a l l  t u r n e d  u p s i d e  d o w n  a n d  v a r y i n g  i n  s t y l e s ,  c o n s i s t i n g  o f
d i f f e r e n t  s h a p e s ,  m a t e r i a l s ,  a n d  s i z e s .  A s  h i s  f i n g e r s  m a d e
c o n t a c t  w i t h  t h e  s u r f a c e s ,  b o t h  h e  a n d  t h e  p o t s  b e g a n  t o
speak ,  one  vo i ce  gen t l y  pe rcuss i ve ,  va ry ing  i n  l eve l s  o f  p i t ch
and  reve rbe ra t i on ,  and  t he  o the r  vo i ce  so f t l y  i n  F rench .  A f t e r
a  few  moments  o f  wh ispe red  coun te rpo in t ,  t he  two  languages
los t  t he i r  i nd i v i dua l i t y  and  one  became  the  echo  o f  t he  o the r,
each  po t  cap tu r ing  a  vowe l  o f  i t s  F rench  coun te rpar t ,  c rea t ing
d i a l o g u e  m a d e  u p  o f  p a r t - r e p a r t e e  a n d  p a r t - m o n o l o g u e .

A n o t h e r  s o l i l o q u y  j u s t  e n d e d ,  t h i s  t i m e  b e t w e e n  a  m a n  a n d
h i s  t r o m b o n e .  A s  t h e  p e r f o r m e r  s t e p p e d  o f f s ta g e ,  a l l  t h e
l i g h t s  w e n t  o u t  i n  t h e  r o o m .  A s p o t l i g h t  i l l u m i n a t e d  a  s m a l l
a r e a  n e a r  t h e  c e i l i n g ,  k e e p i n g  t h e  p e r f o r m e r  o u t  o f  v i e w
a n d  r e v e a l i n g  t h e  b e l l  o f  a n  a l p i n e  h o r n .  L i k e  a  s u b m a r i n e
pe r i scope ,  t he  be l l  r o ta ted  i n  one  d i rec t i on  and  then  ano the r,
p roduc ing  sound  e f fec ts  and  speak ing  in  squawks  and  beeps .
T h e  a l p i n e  h o r n  a p p e a r e d  s e n t i e n t ,  a c t i n g  a s  a n  e x t e n s i o n
o f  t h e  p e r f o r m e r  o r  a s  a n  e q u a l  p a r t n e r  i n  t h e  p e r f o r m a n c e .
c o m m o n  t h e m e  f o u n d  b o t h  i n  h i s  p e r f o r m a n c e s  a n d  i n  h i s
c o m p o s i t i o n s  i s  t h a t  “ T h e  w o r l d  o f  m u s i c  i n v o l v e s  a  r a n g e
o f  a c t i v i t i e s  -  I  t r y  t o  e m b r a c e  t h e m  a l l . ”  G l o b o k a r  b l u r s  t h e
l i ne  be tween  pe r fo rmer  and  i ns t rumen t ,  and  v i sua l  and  au ra l ,
a n d  e x p r e s s e s  h i s  i n t e n t i o n s  w i t h i n  a l l  p h y s i c a l  d i m e n s i o n s
o f  a  p e r f o r m a n c e .

C o n t i n u e d  o n  p a g e  2

I s s u e  I



G l o b o k a r,  C o n t i n u e d  f r o m  pa g e  1

Globokar ’s  composi t ions,  Second Thoughts
and Toucher , exemplify the ideal of embracing
a  w i d e  r a n g e  o f  a c t i v i t i e s  i n  p e r f o r m a n c e .
I n  S e c o n d  T h o u g h t s ,  t h e  s i n g e r ’ s  b o d y  i s
a  d i r e c t  e x t e n s i o n  o f  h e r  v o i c e  j u s t  a s  t h e
percussion instruments are direct extensions
of  her  body.  The v isua l  and theat r ica l  e f fec t
of  psychosis  and cunning created by wr i t ing
o n  pa p e r,  o r  t w i r l i n g  t h e  r a t c h e t  o v e r  h e r
h e a d ,  o r  t h e  s l a m m i n g  o f  t h e  m a l l e t  o n t o
t h e  w o o d b l o c k  a r e  j u s t  a s  i m p o r t a n t  a s
the sounds they produce. The visual component
i s  n o t  o n l y  a  c o m p l e m e n t  t o  t h e  a u r a l ;  i t
b e c o m e s  a  c r u c i a l  a n d  n e c e s s a r y  p a r t  i n
expressing the content  of  music.  In Toucher ,
G l o b o k a r,  i n  a d d i t i o n  t o  i n t e g r a t i n g  t h e
phys i ca l  componen t  i n to  the  pe r fo rmance ,
e x p l o r e s  t h e  m u t u a l  e x c l u s i v i t y  b e t w e e n
p e r f o r m e r  a n d  i n s t r u m e n t .  T h e  p h y s i c a l
nature and visual look of speech and percussion
appea r  i ndependen t ,  wh i l e  t he  exp ress i ve
natu re  and  aura l  resu l t  o f  F rench  and  faux-
French  a re  much more  cor re la ted .  The  tex t
for  Toucher  comes f rom a ser ies  o f  ex t rac ts
f r o m  B e r t o l t  B r e c h t ’ s  T h e  L i f e  o f  G a l i l e o .
E v e n  t h o u g h  t h e  e x c e r p t s  c h o s e n  a r e  n o t
l ong  enough  t o  d i s ce rn  t he  exac t  mean ing
o f  t h e  p l a y,  t h e  d i a l o g u e  a n d  m a n n e r  o f
s p e e c h  b e t w e e n  v o i c e  a n d  p e r c u s s i o n  i s
e n o u g h  t o  g i v e  t h e  s e n s a t i o n  o f  s t r u g g l e
a n d  q u e s t i o n i n g .  I n  p r e p a r i n g  t o  p l a y  t h i s
p i e c e ,  t h e  p e r f o r m e r  m u s t  n o t  o n l y  f i n d
ins t ruments  tha t  l i te ra l l y  speak as  he does,
h e  m u s t  f i n d  a  w a y,  a u r a l l y  a n d  v i s u a l l y
to play them in a way to express the conflicting
nature  o f  the  tex t .  In  both  Second Thoughts
and Toucher, Globokar utilizes the relationship
of reliance and independence between performer
a n d  i n s t r u m e n t s ,  a n d  u n i t e s  v i s u a l  a n d
aura l  express ion  to  b roaden the  poss ib i l i t y
o f  m u s i c a l  m o n o l o g u e .

As a performer and as a composer,  Globokar
c o m b i n e s  a l l  a s p e c t s  o f  p e r f o r m a n c e  i n t o
o n e  e x p e r i e n c e ,  t e s t i n g  t h e  b o u n d a r i e s
o f  a l l  t h e  p h y s i c a l  e l e m e n t s  i n  o r d e r  t o
express his intent ions.  In many of  h is works,
h i s  m u s i c a l  l a n g u a g e  p a r a l l e l s  t h e  i d e a l s
b e h i n d  t h e  p i e c e ,  a s  i n  To u c h e r ,  w h e r e
the musical  language is  perhaps as abstract
a s  t h e  t o p i c s  i n  t h e  p l a y  i t s e l f  -  r e l i g i o n
versus  sc ience ,  ph i losophy  versus  h is to ry,
o r  t h e  c o n f l i c t i n g  n a t u r e  o f  g o o d  a n d  e v i l .
A s  a  p a r a l l e l  t o  G a l i l e o ’ s  r e j e c t i o n  o f  t h e
C o p e r n i c a n  i d e a  o f  t h e  E a r t h  b e i n g  t h e
c e n t e r  o f  t h e  u n i v e r s e ,  G l o b o k a r  b e l i e v e s
t h a t  “ T h e  f u n c t i o n  o f  m u s i c  h a s  c h a n g e d ,
the  tona l  l anguage  has  decayed  in  the  l as t
two centuries and there is no point in reviving
it .  There’s no way back, today’s world cannot
b e  d e s c r i b e d  w i t h  b e a u t i f u l  m e l o d i e s . ”  I n
Globokar ’s  wor ld ,  express ion is  paramount ,
and  a l l  means  o f  exp ress ion  in  a l l  poss ib le
c o m b i n a t i o n s  a r e  e x p l o r e d ;  e v e r y  a s p e c t
o f  per fo rmance,  whether  i t  be  aura l ,  v isua l ,
t h e a t r i c a l ,  o r  p e r f o r m e r  a n d  i n s t r u m e n t ,
can  ac t  toge ther  o r  in  oppos i t ion  to  expand
t h e  d i m e n s i o n  o f  p o s s i b i l i t y  –  p o t s  s p e a k
French ,  a lp ine  ho rns  tu rn  i n to  pe r i scopes ,
a n d  b o d i e s  b e c o m e  t r o m b o n e s .

Vinko Globokar  was born  in  Aderny,  France
on Ju ly  7 ,  1934 to  Yugos lav ian  immigrants .
H e  m o v e d  t o  L y u b l j a n a ,  S l o v e n i a  w h e n
w e  h a s  t h i r t e e n ,  w h e r e  h e  l i v e d  u n t i l  t h e
a g e  o f  t w e n t y - o n e .  I n  L j u b l j a n a ,  h e  w a s
e x p o s e d  t o  j a z z  a n d  t o  p o p u l a r  S l o v e n e
mus ic  th rough the  composer  and conductor
Bo jan  Adam iè .  G loboka r  t hen  moved  back
to France where he attended the Paris Conservatoire
o n  a  s c h o l a r s h i p  a n d  s t u d i e d  t r o m b o n e
under Professor Andre Lafoss. He also studied
composition and conducting with Rene Leibowitz
a n d  s t u d i e d  w i t h  L u c i a n o  B e r i o .  G l o b o k a r
has  p remie red  t rombone  works  by  Luc iano
Berio, Mauricio Kagel, Karlheinz Stockhausen,
René Le ibowi tz ,  Lou is  Andr iessen and Toru
Takemitsu, just to name a few. As a conductor,
he has worked with such European orchestras
as the Westdeutscher Rundfunk, Radio France,
R a d i o  H e l s i n k i ,  R a d i o  L j u b l j a n a ,  a n d  t h e
Ph i lha rmon ic  o rches t ras  f rom Warsaw and
Jerusalem. He taught at the Musikhochschule
in  Co logne ,  i n  F lo rence  w i th  the  Orches t ra
G i o v a n i l e  I t a l i a n a  a n d  w a s  t h e  d i r e c t o r
a t  t h e  I R C A M  i n s t i t u t e  i n  t h e  d e p a r t m e n t
o f  I n s t r u m e n t a l  a n d  V o c a l  R e s e a r c h .  H e

n o w  r e s i d e s  i n  B e r l i n .
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Anton  con t i nues  to  be  an  i n  demand  s tud io
and l ive  music ian and is  cur rent ly  record ing
a n d  c o m p o s i n g  f o r  n u m e r o u s  p r o j e c t s .

F o r  t h i s  i s s u e ,  Vo x  h a d  t h e  p l e a s u r e  o f
c o n d u c t i n g  a n  i n t e r v i e w  w i t h  N E C  a l u m ,
An ton  F ig .

Vo x :  W h y  d i d  y o u  c h o o s e  N E C ?

A F :  I  w a s  l i v i n g  i n  S o u t h  A f r i c a  a n d  h a d
h e a r d  o f  B e r k l e e  a n d  J u l l i a r d  b u t  I  h a d  a
f r i e n d  w h o  a t t e n d e d  N E C  a n d  h e  t o l d  m e
t h a t  i t  w a s  t h e  b e s t  s c h o o l  a n d  t h e y  h a d
jus t  s ta r ted  a  jazz  depar tment  so  I  app l ied .
For some inexpl icable reason I  was accepted
–  i n t o  t h e  c l a s s i c a l  d e p a r t m e n t

Vox :  Wha t  exper ience ,  c lass ,  o r  p ro fesso r,
i f  a n y,  o p e n e d  u p  a n d  c h a n g e d  t h e  w a y
y o u  t h o u g h t  a b o u t  m u s i c  a n d  a p p r o a c h e d
m u s i c ?

A F :  M a n y  t e a c h e r s  c h a n g e d  m y  t h i n k i n g .
N o t  i n  t h e  l e a s t  M r.  H a l p e r i n  w h o  ta u g h t
Human i t i es  and  made  me read  g rea t  books
w h i c h  r e a l l y  h e l p e d  m e  h a v e  m o r e  t h a n
‘ t u n n e l  v i s i o n ’  i n  l i f e . G e o r g e  R u s s e l l  w h o
t a u g h t  m e  t o  t h i n k  b e y o n d  t h e  n o r m  a n d
p l a y  h i s  i n c r e d i b l e  m u s i c .  I  p l a y e d  w i t h
h i m  a t  C a r n e g i e  H a l l  w i t h  t h e  g r e a t  l a t e
Tony Williams and other incredible NY musicians
whi le  s t i l l  a  s tudent .  I  w i l l  a lways be gratefu l
for that opportuni ty.The late great Jaki  Byard
w h o  w r o t e  b e a u t i f u l  b i g  b a n d  m u s i c  a n d
d i rec ted  i t  w i th  such  gus to  –  and  fo r  buy ing
m e  a  t r a p c a s e  w h e n  I  w a s  a  p e n n i l e s s
student. And of course Vic Firth – who besides
b e i n g  a  g r e a t  t i m p a n i  p l a y e r  a n d  t e a c h e r
made  me  rea l i ze  t he  bene f i t s  o f  good  ha rd
w o r k  e t h i c s .  H e  d e m a n d e d  r e s u l t s  f r o m
r e s u l t s  f r o m  h i s  s t u d e n t s

Vox :  I f  you  cou ld  f i nd  a  wo rm ho le  t o  t r ave l
b a c k  i n  t i m e  a n d  t a l k  t o  y o u r s e l f  a s  a n
N E C  s t u d e n t ,  w h a t  a d v i c e  w o u l d  y o u  g i v e
y o u r s e l f  k n o w i n g  w h a t  y o u  k n o w  n o w ?

A F :  I  p r o b a b l y  w o u l d  h a v e  a  l i t t l e  m o r e
c o n f i d e n c e  i n  m y s e l f  a n d  t a k e  s o m e  m o r e
d r u m k i t  l e s s o n s  –  b u t  o t h e r w i s e  I  d o n ’ t
t h i n k  I ’ d  c h a n g e  m u c h .

Vo x :  W h a t  d i d  y o u  i m a g i n e  y o u  w o u l d  b e
do ing  now when you  were  an  NEC s tuden t?
W a s  i t  a n y t h i n g  l i k e  w h a t  y o u  a r e  d o i n g ,
or did you imagine something quite di f ferent?

A F :  I  w o u l d  w a t c h  t h e  To n g h t  s h o w  w i t h
C a r s o n  a n d  n e v e r  o n c e  d i d  I  i m a g i n e  I
w o u l d  h a v e  a  g i g  l i k e  t h a t .  I  t h o u g h t  I  h a d
m u c h  m o r e  c h a n c e  o f  b e i n g  i n  a  b i g  r o c k
b a n d

Vo x :  D i d  y o u  h a v e  a n y  f e a r s  e n t e r i n g  t h e
p ro fess iona l  wo r l d  a f t e r  l eav ing  NEC?  D id
y o u  f i n d  t h o s e  f e a r s  t o  b e  n e e d l e s s  n o w
t h a t  y o u  h a v e  h i n d s i g h t ?

AF:  I  have to  say that  the profess ional  wor ld
w a s  v e r y  d i f f e r e n t  f r o m  t h e  c o n s e r v a t o r y
– at least in my case. Perhaps in an orchestra
s e t t i n g  i t  w o u l d  b e  m o r e  s i m i l a r  –  b u t  f o r
me moving to  NY was a  comple te ly  d i f fe rent
w o r l d .  N E C  g a v e  m e  a  g o o d  g r o u n d i n g  i n
m u s i c  a n d  I  h a d  l i s t e n e d  t o  a  l o t  b e f o r e  I
m o v e d  t o  a  p r o f e s s i o n a l  s e t t i n g  s o  t h a t
was  rea l l y  good  f o r  me  bu t  t he  pa rame te rs
were qui te di f ferent.  However this something
you  have  to  cons tan t l y  eva lua te  and  adap t
t o  a s  t i m e s  c h a n g e .

Vo x :  H o w  d i d  y o u  c o m e  t o  b e  a  m e m b e r
o f  t h e  C B S  O r c h e s t r a ?

A F :  I  h a d  p l a y e d  a r o u n d  t o w n  a n d  o n
r e c o r d s  a  l o t  a n d  o n e  n i g h t  P a u l  c a m e  t o
c h e c k  m e  o u t  a t  a  g i g  a s  t h e i r  r e g u l a r
d r u m m e r  [ St e v e  J o r d a n ] w a s  g o i n g  a w a y
w i t h  N e i l  Yo u n g  f o r  a  w h i l e .  I  s u b b e d  f o r
a  f e w  w e e k s  a n d  t h e n  a  s h o r t  w h i l e  a f t e r
t h a t  P a u l  t o l d  m e  t h a t  St e v e  w a s  l e a v i n g
t h e  s h o w  a n d  t h a t  h e  l i k e d  t h e  w a y  I  h a d
s u b s t i t u t e d  f o r  h i m  –  s o  h e  o f f e r e d  m e
t h e  g i g .  A c o m b i n a t i o n  o f  s k i l l ,  l u c k  a n d
t h e  r i g h t  p l a c e  a t  t h e  r i g h t  t i m e .

Vox:   “Popular”  Music  s ty les are constant ly
e v o l v i n g  a n d  m o r p h i n g .  E v e r y  w e e k  o n
The Late Show With David Let terman there
a r e  g u e s t  b a n d s ,  s o  o v e r  t h e  y e a r s  y o u
h a v e  h a d  t h e  r a r e  o p p o r t u n i t y  t o  w a t c h  a
c o n s t a n t  p a r a d e  o f  b a n d s  a n d  m u s i c i a n s
c o m e  t h r o u g h .  W h a t  h a s  s t r u c k  y o u  t h e
m o s t  o v e r  t h e  y e a r s  r e g a r d i n g  s t y l i s t i c
c h a n g e s ,  i n n o v a t i o n s ,  o r  r e - i n v e n t i o n s ?

A F : P r o b a b l y  p l a y i n g  w i t h  l o o p s  a n d  p r e -
r e c o r d e d  t r a c k s .  I n  t h e  o l d  d a y s  w e  j u s t
p layed  and  tha t  a lways  sounds  re f resh ing
t o  m e .  A l t h o u g h  t h e  p r e - r e c o r d e d  s t u f f
g i v e s  a  c e r ta i n  a m o u n t  o f  r e l i a b i l i t y,  i t
does not  have the same danger  exc i tement
a n d  i n t e r p l a y  –  i n  m y  o p i n i o n .

Vox:  In  conclus ion,  to  re-phrase a quest ion
f r o m  J a m e s  L i p t o n ’ s   f i n a l  q u e s t i o n s  o n
TV’s  Ins ide The Actor ’s  Stud io ,  what  would
you  l i ke  t o  do  i f  you  we re  no t  a  mus i c i an?

A F : P r o b a b l y  b e  a  d r u m m e r.

Hindemith’s Mathis der Maler Symphony:
A  p r o d u c t  o f  p o l i t i c s  a n d  p r o g r e s s

 A n d r e w  W i c k e s b u r g

W i t h  m a n y  a r t i s t s ,  t h e  m o t i v a t i o n s  f o r
p a r t i c u l a r  c o m p o s i t i o n s  a r e  o f t e n  t i m e s
u n c l e a r.  H o w e v e r,  i n  t h e  c a s e  o f  P a u l
H i n d e m i t h ,  m u c h  o f  t h e  m o t i v a t i o n  f o r
h is  Math is  der  Maler  symphony came f rom
a  s i n g l e  y e t  h i g h l y  m o t i v a t i n g  s o u r c e :
H i n d e m i t h ’ s  r e l a t i o n s h i p  w i t h  t h e  N a z i
party and musical establishment. Hindemith’s
critics within the party pointed to irreverence,
pa r o d y,  a n d  d i s s o n a n c e  i n  h i s  p r e v i o u s
composi t ions.  Others wi th in  the par ty  took
i s s u e s  w i t h  H i n d e m i t h ’ s  J e w i s h  f a m i l y
a n d  f r i e n d s .  D e s p i t e  t h e s e  o b s t a c l e s ,
t he re  was  a l so  sen t imen t  w i t h i n  t he  Naz i
p a r t y  t h a t  H i n d e m i t h ,  G e r m a n y ’ s  m o s t
p rominen t  composer  o f  new mus ic ,  cou ld
become  t he  Th i r d  Re i ch ’ s  compos i t i ona l
f a c e  t o  t h e  w o r l d .

W h e n  d e a l i n g  w i t h  t h e  m o t i v a t i o n  f o r  a
compos i t ion ,  i t  i s  impor tan t  to  f i r s t  de f ine
w h a t  m u s i c a l  e l e m e n t s  s u g g e s t  o u t s i d e
influences had any effect on the composition.
I n  t he  case  o f  t he  H indemi th ’ s  symphony
M a t h i s  d e r  M a l e r ,  t h e  p r i m a r y  m u s i c a l
e lement  tha t  sugges ts  ou ts ide  mot iva t ion
is the establishment of what David Neumeyer
d e s c r i b e s  i n  h i s  b o o k  T h e  M u s i c  o f  P a u l
H indemi th  as  “a  f u l l y  ach ieved  syn thes i s
o f  techn ique and s ty le . ”  What  i s  th is  “ fu l l y
achieved synthesis of style and technique”?
In his Craft of Musical Composition, Hindemith
describes a portion of the opening movement
o f  t h e  M a t h i s  s y m p h o n y :

Groups of central tones are chordally
related in order to achieve a thoroughly
quiet, softly extended tonal foundation,
despi te a l l  the act iv i ty  of  ind iv idual
s e g m e n t s .

N e u m e y e r  s u p p l e m e n t s  t h i s  w i t h  t h e
o b s e r v a t i o n  t h a t  w i t h i n  t h e
a f o r e m e n t i o n e d  p a s s a g e ,  H i n d e m i t h
a c h i e v e s  a  “ c h a r a c t e r i s t i c  b l e n d i n g  o f
d r a m a t i c  q u a l i t y  ( t e n s i o n ) ,  t o n a l
h i e r a r c h y,  a n d  t i m b r e . ”  T h e s e  t o n a l
s t r u c t u r e s  m e n t i o n e d  b y  H i n d e m i t h
c o m b i n e  w i t h  a  s t r i c t e r  a d h e r e n c e  t o
s e e m i n g l y  R o m a n t i c  c o n c e p t s  o f  f o r m
a n d  h a r m o n y  t o  p r o v i d e  N e u m e y e r ’ s
s y n t h e s i s .

H i n d e m i t h  h a d  g i v e n  t h e  N a z i s  m a n y
r e a s o n s  t o  d i s r e g a r d  h i s  s t a t u r e  a s
t h e  m o s t  p r o m i n e n t  c o n t e m p o r a r y
G e r m a n  c o m p o s e r.  T h e  p a r t y  w a s  t h e
d o m i n a t i n g  f o r c e  b e h i n d  a l l  a s p e c t s  o f
G e r m a n  l i f e ,  e v e n  b e f o r e  t h e  p a r t y ’ s
o f f i c i a l  e l e c t i o n  i n  1 9 3 3 .  H i n d e m i t h ’ s
m u s i c  a n d  c a r e e r  d u r i n g  t h i s  p r e -
e l e c t i o n  p e r i o d  p u t  h i m  a t  o d d s  w i t h
m a n y  i n  t h e  N a z i  pa r t y,  m o s t
p r o m i n e n t l y  H i t l e r  h i m s e l f .  H o w e v e r,
t h e  g r o u p  p r i m a r i l y  i n  c h a r g e  o f
m u s i c a l  a c t i v i t i e s  d u r i n g  t h e
c o m p o s i t i o n  o f  t h e  M a t h i s  s y m p h o n y
w a s  t h e  K a m p f b u n d ,  w h i c h  h a d  b e e n
f o u n d e d  i n  1 9 2 8 .
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I n  A r t ,  I d e o l o g y,  a n d  E c o n o m i c s  i n  N a z i
Germany,  A l an  E  Ste inwe i s  s ta tes  t ha t  t he
K a m p f b u n d  h a d  b e e n  f o u n d e d  w i t h  “ t h e
a i m  o f  b r o a d e n i n g  t h e  [ N a z i }  m o v e m e n t ’ s
appeal among artists and among the educated
m i d d l e  c l a s s . ”  A c c o r d i n g  t o  St e i n w e i s s :

The Kampfbund’s founders regarded
its mission as one of völkisch consciousness
ra i s i ng .  I t  was  t o  ‘ de fend  t he  va l ue
of  the German essence’  in  the ‘midst
o f  p resen t  day  cu l t u ra l  decadence ’
b y  p r o m o t i n g  e v e r y  ‘ a u t h e n t i c a l l y
nat ive expression of German cul tural
life. Through lectures and publications,
it would promote the work and thought
o f  ‘ i m p o r t a n t ’  G e r m a n s  w h o  h a d
b e e n  ‘ s i l e n c e d ’  b y  t h e  ‘ f o r c e s  o f
decay. ’

Steinweis concludes that the Nazis “ intended
f o r  t h e  K a m p f b u n d  t o  f u n c t i o n  a s  a  k i n d
o f  back  doo r  f o r  t he  re luc tan t  bou rgeo is ie .

” I t  i s  a  f a i r l y  d i r e c t  p r o c e d u r e  t o  c o n n e c t
t h e  M a t h i s  s y m p h o n y  t o  t h e  K a m p f b u n d ’ s
i d e a l s .  A l a n  St e i n w e i s  c o n t e n d s  t h a t  t h e
subject  of  Mat th ias Grunewald l inks d i rect ly
to the idea of “promoting the work of important
G e r m a n s  w h o  h a d  b e e n  s i l e n c e d  b y  t h e
f o r c e s  o f  d e c a y. ”  G r ü n e w a l d ’s  a l ta r p i e c e
originated in an era considered to be “historic
h a l c y o n  y e a r s ”  b y  t h e  N a z i s .  T h e  t i t l e s  o f
t h e  s y m p h o n y  m o v e m e n t s  c o r r e s p o n d  t o
three of the panels on the altarpiece, Engelkonzert
( a n g e l  c o n c e r t ) ,  G r a b l e g u n g  ( T h e  l a y i n g
of  Chr is t  in  the Grave) ,  and Die Versuchung
d e s  H e i l i g e n  A n t o n i u s  ( t e m p ta t i o n  o f  St .
A n t h o n y ) .  T h e  l a s t  p a n e l  i s  t h e  l a r g e s t  o f
t he  t h ree ,  and  i t s  desc r i p t i on  i n  Gardne r ’ s
Art Throughout the Ages is particularly compelling:

Indeed, Saint Anthony’s legend encompassed
h is  ro le  as  bo th  venge fu l  d i spenser
o f  jus t ice  (by  in f l i c t ing  d isease)  and
benevolent healer. The artist enhanced
the impact of this altarpiece by effectively
using color. He intensified the contrasts
o f  h o r r o r  a n d  h o p e  b y  s u b t l e  t o n e s
and soft harmonies playing off against
s h o c k i n g  d i s s o n a n c e s  o f  c o l o r.

T h e  d i r e c t  c o n n e c t i o n  f r o m  s y m p h o n y  t o
a l t a r p i e c e  a l s o  s u g g e s t s  a n  a t t e m p t  t o
re l a te  t he  wo rk  t o  an  unden iab l y  ‘Ge rman ’
m a s t e r p i e c e ,  p u t t i n g  H i n d e m i t h  o n  m o r e
f a v o r a b l e  p o l i t i c a l  g r o u n d .

A  second  connec t i on  t o  Kamp fbund  i dea l s
o c c u r s  i n  H i n d e m i t h ’ s  u s e  o f  q u o t a t i o n .
T h e  f i r s t  m o s t  p r o m i n e n t  q u o t e d  m a t e r i a l
i s  t he  we l l  known  German  tune  “Es  sungen
drei  Engel  e in süâes Gesang.”  Sigl ind Bruhn
describes the sett ings as undeniably chorale
i n s p i r e d ,  u s i n g  u n i s o n  t r o m b o n e s  f o r  t h e
first statement before t imbral variation begins
w i th  t he  t une  appea r i ng  a l so  i n  a  g roup ing
o f  c l a r i n e t s ,  b a s s o o n s ,  a n d  h o r n s ,  t h e n
i n  t h e  f u l l  o r c h e s t r a .  H i n d e m i t h  w e n t  t o
the trouble of indicating instances of quotation
i n  h i s  s c o r e  f o r  M a t h i s ,  m a k i n g  i t  o b v i o u s
that these tradit ional melodies were included
i n  h i s  w o r k .

The  cho i ce  o f  Ma t th i as  Grünewa ld  and  h i s
work was not one to which Hindemith arr ived
e n t i r e l y  b y  h i m s e l f .  I t  w a s  s u g g e s t e d  t o
h i m  b y  h i s  p u b l i s h e r  W i l l y  St r e c k e r,  w h o
w a s  m o r e  p o l i t i c a l l y  s a v v y.  I t  s e e m s  t h a t
e v e n  t h e  a l l e g e d l y  a p o l i t i c a l  H i n d e m i t h
was aware that the musical climate in Germany
was  no t  r ecep t i ve  t o  t he  k i nd  o f  ope ra  t ha t
h e  h a d  w r i t t e n  i n  t h e  e a r l y  1 9 2 0 s :

To judge by what I now see happening
i n  m u s i c a l  a n d  t h e a t r i c a l  a f f a i r s ,
all the key jobs will shortly be occupied
by r igidly nat ional types. Next spring,
b y  w h i c h  t i m e  t h e  f i r s t  d i f f i c u l t i e s
should have been got over, the prospects
fo r  an  ope ra  by  Penzo l t  and  myse l f
shou ld  be  very  good,  though maybe
n o t  f o r  t h i s  p a r t i c u l a r  t e x t .  .  .  .  B u t
a l l  t h e  s a m e ,  c a u t i o n  i s  c a l l e d  f o r.

H i s  p u b l i s h e r ’ s  a w a r e n e s s  s t e m m e d  f r o m
a very different, more practical consideration;
b y  m i d - 1 9 3 3 ,  h e  w a s  l o s i n g  r o y a l t i e s  d u e

d u e  t o  t h e  p r o h i b i t i o n  o f  p e r f o r m a n c e s
o f  w o r k s  b y  “ b o l s h e v i s t  R u s s i a n  J e w s ”
such as Stravinsky, whose works he published.
In Apri l  of 1933, Strecker wrote to Hindemith:
“You yoursel f  are to f i fty percent condemned
as  a  cu l tu ra l  bo lshev is t  on  accoun t  o f  your
e a r l i e r  w o r k s . ”  M a n y  o f  H i n d e m i t h ’ s  e a r l y
works  f i t  the  labe l  o f  “cu l tu ra l  bo lshev ism, ”
as  h i s  compos i t i ona l  reco rd  i n  t he  We imar
e r a  w a s  o n e  o f  p r o d u c i n g  w o r k s  d e s i g n e d
to shock and arouse his audiences. According
to  Ske l ton,  “h is  e f for ts  were d i rec ted so le ly
towards breaking down musical complacency
.  .  .  h i s  m a i n  c o n c e r n  w a s  a l w a y s  w i t h
t h e  p e o p l e  w h o  p l a y e d  m u s i c  o r  w h o  w e r e
ab le  to  l i s ten to  i t  w i th  t rue unders tand ing. ”

 W h i l e  H i n d e m i t h  h a d  n o  d i r e c t  J e w i s h
r e l a t i o n s ,  h i s  w i f e  w a s  h a l f - J e w i s h  o n  h e r
f a the r ’s  s i de .  Ste i nwe i ss  asse r ts  t ha t  t h i s
was la rge ly  ignored by  the  Naz is ,  as  “many
p r o m i n e n t  m u s i c i a n s ,  i n c l u d i n g  R i c h a r d
Strauss, the president of the Reichsmusikkammer,
h a d  f a m i l y  c o n n e c t i o n s  w i t h  J e w s . ”  T h i s
a m n e s t y  d i d  n o t ,  h o w e v e r,  a p p l y  t o  l e s s
impo r tan t  members  o f  H indemi th ’s  f am i l y.
A c c o r d i n g  t o  M i c h a e l  K a t e r,  H i n d e m i t h ’ s
Brother-in-law Hans Flesch had been deprived
o f  h i s  p o s i t i o n  a t  t h e  B e r l i n  r a d i o ,  a n d
H i n d e m i t h  h a d  b e e n  p r e v i o u s l y  a c c u s e d
of “Jewish protection” for his close relationship
w i t h  F l e s c h .

 While there were many who criticized Hindemith
for his avant-garde compositions and associations,
Michael Kater points to “currents that actually
f a v o r e d  s o m e  s o r t  o f  a n  a c c o m m o d a t i o n
b e t w e e n  t h e  c o m p o s e r  a n d  t h e  r e g i m e . ”
M u c h  o f  t h i s  p o s i t i v e  c u r r e n t  w a s  d u e  t o
H i n d e m i t h ’ s  w o r k  w i t h  t h e  s c h o o l  i n  P l ö n .
H indemi th ’s  compos i t ion  Plöner  Mus ik tag ,
along with others that he dubbed Gebrauchsmusik,
h a d  s e v e r a l  p o i n t s  o f  m e r i t s  t o  t h e  N a z i s .
Skelton best describes the intent of Gebrauchsmusik:
“ I t s  i m p o r t a n c e  l i e s  .  .  .  i n  i t s  r e c o g n i t i o n
o f  m u s i c  a s  a  s o c i a l  a c t i v i t y.  O f  c o u r s e
th is aspect  of  music has never been ent i re ly
n e g l e c t e d ,   .  .  .  b u t  i t  w a s  H i n d e m i t h ’ s
p u r p o s e  t o  d e m o n s t r a t e  w h a t  c o m p o s e r s
before the n ineteenth century  a l ready knew
-that  th is  type of  composi t ion is  not  beneath
t h e  d i g n i t y  o f  e v e n  t h e  g r e a t e s t . ”  T h e s e
sentiments of social music and art’s involvement
in  the l ives o f  everyday c i t izens would  have
appea led  to  the  Naz i ’ s  goa ls  o f  deve lop ing
a  s t r o n g  s e n s e  o f  G e r m a n  c u l t u r e  a n d
c o m m u n i t y.

The most important product of the relationship
b e t w e e n  H i n d e m i t h  a n d  t h e  e d u c a t i o n a l
authori t ies of the Third Reich was the sett ing
o f  the  founda t ions  fo r  wha t  was  to  become
T h e  C r a f t  o f  M u s i c a l  C o m p o s i t i o n .  W h a t
Hindemi th  hoped to  achieve wi th  h is  wr i t ing
was to provide both a framework for interpreting
modern  mus ic ,  and  gu ide l ines  fo r  teach ing
composit ion beyond imitation of the teacher’s
s ty le .  Neumeyer  ma in ta ins  tha t  H indemi th
accompl i shed  th is  th rough  reversa l  o f  “ the
pr ior i t ies of  t radi t ional  harmony and melody:
w h e r e  c h r o m a t i c  t o n e s  a n d  c h o r d s  h a d
b e e n  u n d e r s t o o d  a s  s p e c i a l  c a s e s  ( b y
e m b e l l i s h m e n t  o r  a l t e r a t i o n )  w h i c h  c o u l d
be referred or reduced to underlying diatonic
p a t t e r n s ,  h e  u n d e r s t o o d  t h e  d i a t o n i c  a s
a  spec ia l  case  o f  t he  fu l l y  ch roma t i c . ”   H i s
method provides an alternative to Schoenberg’s
twelve tone method,  re ly ing on the s t rength
of interval l ic  tension and release, producing
a l m o s t  1 9 t h c e n t u r y  t o n a l  p r o g r e s s i o n s .

E x a m p l e s  o f  H i n d e m i t h ’ s  n e w  m e t h o d  o f
theoret ica l  th ink ing were not  the only th ings
the Mathis symphony contained. The symphony’s
d i r e c t  r e l a t i o n s h i p  t o  t h e  o p e r a  i n f u s e s
autobiographical connotations many scholars
b e l i e v e  t o  b e  b u i l t  i n t o  t h e  s t o r y l i n e  o f
the opera’s protagonist, Matthias Grünewald.
I n  a  1 9 3 3  l e t t e r  t o  h i s  b r o t h e r  L u d w i g ,
Wi l l y  St recker  recoun ted  a  meet ing  he  had
with Hindemith regarding the Mathis subject,
s t a t i n g  “ O u r  e v e n i n g  t o g e t h e r  w a s  m o s t
i m p r e s s i v e ,  a n d  i t  w a s  s o  c h a r a c t e r i s t i c
o f  H i n d e m i t h  t h e  w a y  h e  c o n s t a n t l y  – a n d
a l m o s t  s h y l y -  t r i e d  t o  c o n c e a l  t h e  h u m a n
connections with his own personality, dragging
in  i r re levan t  h i s to r i ca l  happen ings  to   h ide
t h e  e s s e n t i a l  p o i n t . ”  B e c a u s e  s o  m u c h
of the music from the opera appears unaltered
i n  t h e  s y m p h o n y,  i t  i s  i m p o s s i b l e  t o  d e n y

that  much of  the sent iment  behind the opera
appears in the symphony, making the symphony
an  open ing  sa lvo  in  H indemi th ’s  s ta tement
o f  h i s  p o l i t i c a l  p o s i t i o n .

W h e n  t h e  M a t h i s  s y m p h o n y  p r e m i e r e d  o n
March  twe l f t h ,  1934 ,  M i chae l  Ka te r  s t a tes
t h a t  i t  w a s  r e c e i v e d  w i t h  a l m o s t  u n i v e r s a l
acc la im,  “even by that  considerable number
o f  Naz i  c r i t i cs  fond  o f  po lemic iz ing  aga ins t
H i n d e m i t h  a t  t h e  t i m e . ”  T h e  m o s t  t e l l i n g
s t a t e m e n t  d e s c r i b i n g  H i n d e m i t h ’ s  i n t e n t s
f o r  Math i s  came  f r om  W i l l y  St r ecke r :

H indemi th  i s  c lea r l y  consc ious  tha t
h e  m u s t  w r i t e  i n  a  m o r e  p o p u l a r
w a y,  a n d  h e  b e l i e v e s  t h a t  h e  c a n
d o  i t  .  .  .  S i n c e  F ü r t w ä n g l e r  b a d l y
wan ts  someth ing  new by  H indemi th
f o r  a  c o n c e r t  a t  t h e  b e g i n n i n g  o f
D e c e m b e r  a n d  h i s  e n s u i n g  t o u r,
H i n d e m i t h  w a n t s  t o  g i v e  h i m  t h e s e
pieces in  the form of  a su i te ,  thereby
demons t ra t ing  tha t  a  composer  can
w r i t e  i n  a  d e c e n t  m o d e r n  w a y  a n d
s t i l l  r e m a i n  p o p u l a r.

I t  i s  s i g n i f i c a n t  t h a t  t h e  w o r k  p r e m i e r e d
a s  a  s y m p h o n y.  H i n d e m i t h ’ s  c a ta l o g u e  o f
w o r k s  p r i o r  t o  M a t h i s ,  p r i n t e d  i n  G e o f f r e y
Skelton’s biography, contained several  large
w o r k s  f o r  o r c h e s t r a .  N o n e  w e r e  g i v e n  t h e
labe l  symphony.  Tha t  l abe l  b i nds  t he  wo rk
t i g h t l y  t o  t h e  G e r m a n  s y m p h o n i c  c a n o n ,
w h i c h  t h e  N a z i s  w o u l d  h a v e  f o u n d  v e r y
d e s i r a b l e .

H indemi th ’s  po l i t i ca l  pos i t ion  was insecure
b u t  s t a b l e ,  d u e  t o  t h e  c o n f l i c t  b e t w e e n
the reputa t ion  h is  ear l ie r  works  had earned
a n d  h i s  e f f o r t s  t o w a r d s  e d u c a t i o n  a n d  t h e
broadening of  German cul tural  accessibi l i ty.
H e  w a s  i n  a  p o s s i b l y  f a v o r a b l e  p o s i t i o n
f o r  a d v a n c e m e n t  i n  t h e  r a n k s  o f  t h e  N a z i
mus ica l  es tab l i shment ;  bu t  was  a lso  under
p e r s o n a l  p r e s s u r e  d u e  t o  h i s  a s s o c i a t i o n
w i t h  p r o m i n e n t  J e w i s h  m u s i c i a n s  a n d  t h e
persecut ion  o f  h is  d is tan t  Jewish  re la t i ves .
With the Mathis symphony, Hindemith deliberately
created a work that both sat isf ied the cultural
prejudices of the Kampfbund, and the musical
conservatism of Nazi cr i t ics. What is perhaps
m o s t  i n t e r e s t i n g  a b o u t  t h e  M a t h i s  e v e n t
i s  t h a t  H i n d e m i t h  c o n t i n u e d  t o  w r i t e  i n  a
s i m i l a r  s t y l e  e v e n  a f t e r  h e  h a d  e m i g r a t e d
f rom Germany.  Many  o f  h i s  works  f rom th i s
Mathis period remain in the standard repertoire
today,  inc luding Symphonic Metamorphoses
on  a  Theme by  Weber  (1943) ,  Trauermus ik
( 1 9 3 6 ) ,  D e r  S c h w a n e n d r e h e r  ( 1 9 3 5 ) ,  a n d
L u d u s  To n a l i s  ( 1 9 4 2 ) .  I t  i s  a  s i g n i f i c a n t
f a c t  t h a t  t h e  p r e v i o u s l y  m e n t i o n e d  w o r k s
o f  1 9 3 5 - 6  a n t i c i p a t e  t h e  f i r s t  p u b l i c a t i o n
of  Craf t  wh i le  the  works  o f  1942-3  sur round
t h e  E n g l i s h  l a n g u a g e  r e l e a s e  o f  C r a f t .  I t
is important to note that the Mathis symphony
also provided a highly publ ic ized opportunity
to  demonst ra te  a  new system for  descr ib ing
and writ ing music. Thus the Mathis  symphony
g a v e  H i n d e m i t h  a  m e a n s  o f  r e s o l v i n g  h i s
c i r c u m s t a n c e s  b y  p r o m o t i n g  h i m s e l f  b o t h
t e c h n i c a l l y  a n d  p o l i t i c a l l y.
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M i c h a e l  G a r d i n e r

T h e  2 0 0 5  B u y e r ’ s  G u i d e  i s s u e  o f  G u i t a r
World Magazine (which showcases the year’s
newes t  p roduc ts ,  i nc lud ing  gu i t a r s ,  amps ,
e f fec ts ,  so f tware  e tc . )  exp l i c i t l y  redes igns
t h e  c a ta l o g u e  a s  p o r n o g r a p h y.   A d u l t  s ta r
J e n n a  J a m e s o n  g r a c e s  t h e  c o v e r  o f  t h i s
i s s u e  w h i c h  i n c l u d e s  a  f u l l  c o l o r  p i n u p
cen te r fo ld ,  and  a  CD- rom con ta in ing  v ideo
f o o t a g e  o f  t h e  J a m e s o n  p h o t o  s h o o t ,  a s
w e l l  a s  s a m p l e  r e c o r d i n g s  o f  s o m e  o f  t h e
n e w  2 0 0 5  e q u i p m e n t .   T h e  t r a c k s  o f  t h e
i n c l u d e d  C D  t h a t  s p e c i f i c a l l y  i n t e r e s t  m e
are the recordings of  three ‘d istor t ion’  ef fect
p e d a l s  ( u s e d  t o  m o d i f y  t h e  g u i t a r ’ s  t o n e
c o l o r  b y  c o m p l i c a t i n g  t h e  w a v e  f o r m  a n d
a d d i n g  o v e r t o n e s  t h a t  d o  n o t  r e i n f o r c e  a
s i n g l e  f u n d a m e n t a l ) .   T h e  n a m e s  o f  t h e s e
t h r e e  e f f e c t s  a r e  a s  f o l l o w s ;

1 . The American Woman Overdrive Pedal
2 . T h e  D o u b l e  M u f f  D i s t o r t i o n  P e d a l
3 . T h e  To n e  B o n e  H o t  B r i t i s h  Tu b e

D r i v e  P e d a l

N e e d l e s s  t o  s a y,  t h e s e  t i t l e s  m a i n ta i n  t h e
pornographic  t rope developed by the layout
d e s i g n e r s .   B u t  w h y,  o u t  o f  a l l  t h e  e f f e c t
peda ls  p rev iewed in  Gu i ta r  Wor ld ,  a re  on ly
t he  d i s t o r t i on  peda l s  g i ven  such  exp l i c i t l y
s e x u a l  t i t l e s ?

W h a t  i s  d i s t o r t i o n ?   I n  s i m p l e s t  t e r m s ,
i t s  a n  i n t e n d e d  d i s t u r b a n c e  o f  s i g n a l  a n d
as such related to noise.  What then constitutes
noise?  Informat ion theory lends a def in i t ion
t h a t  I  f i n d  u s e f u l  b o t h  c o n c e p t u a l l y  a n d
pract ica l ly ;  in format ion equals  pat tern ( th is
c o u l d  b e  a s  c o n c r e t e  a s  a  p e r i o d i c  w a v e
p a t t e r n  i n  a c o u s t i c s ,  o r  a s  o b t u s e  a s  t h e
p a t t e r n  t h a t  r e n d e r s  a n  i d e a  i n t e l l i g i b l e )
and no ise  is  what  in te r fe res  w i th  or  d is to r ts
that pattern.  Thus, the hiss over a telephone
l i n e  t h a t  d i s t u r b s  o r  i n t e r f e r e s  w i t h  t h e
pu r i t y  o f  s i gna l  wou ld  be  one  k i nd  o f  no i se
( a c o u s t i c )  a s  w o u l d  a  s e v e r e  d i s t r a c t i o n ,
such as an explosion in a ninth grade biology
c l a s s r o o m .   I n  b o t h  o f  t h e s e  e x a m p l e s
s o m e t h i n g  i n t e r f e r e s  w i t h  t h e  p r o c e s s  o f
i n t e n d e d  c o m m u n i c a t i o n  ( a s s u m i n g  s u c h
s i n g u l a r i t i e s  c a n  b e  i s o l a t e d ) .

G u i t a r i s t  R a y  D a v i e s  o f  t h e  K i n k s  i s  o f t e n
c r e d i t e d  a s  h a v i n g  i n v e n t e d  ‘ d i s t o r t i o n ’
( a s  g u i t a r i s t s  c o n c e i v e  o f  i t )  i n  e a r l y  r o c k
music .   He would  phys ica l ly  cut  the speaker
c o n e s  o f  h i s  g u i t a r  a m p l i f i e r s  s o  t h a t  t h e y
buzzed, thus giving birth to the much cherished
‘ f u z z  t o n e . ’   S i m i l a r l y,  J i m i  H e n d r i x  a l s o
m a d e  f a m o u s  t h e  u s e  o f  f e e d b a c k  c a u s e d
when  the  magne t i c  co i l s  o f  a  gu i t a r  p i ckup
attract and magnify the output of an ampl i f ier
( i n s t e a d  o f  t h e  v i b r a t i o n s  o f  t h e  g u i t a r ’ s
s t r i n g s ,  t h e i r  i n t e n d e d  o b j e c t )  r e s u l t i n g
i n  u n c o n t r o l l a b l e  s o n i c  r e s p o n s e s .   B u t
one might add that feedback is also a response
t o  a  s i t u a t i o n  a n d  a n  i n c o r p o r a t i o n  o f  t h a t
r e s p o n s e  i n t o  t h e  s y s t e m  o f  d e l i n e a t i o n .
A s  a  m u s i c i a n ,  w h e n  a n  u n c o n t r o l l a b l e
technology interrupts your tradit ional method
o f  p e r f o r m i n g ,  a s  a n  a r t i s t ,  y o u  a r e  a s k e d
t o  r e s p o n d  i n  n e w  w a y s .  A r e l i n q u i s h i n g
of control to an (at the t ime) unstable circuitry
f o s t e r s  u n i q u e  a n d  v o l a t i l e  r e l a t i o n s h i p s
wi th  the  techno log ies  o f  a r t i s t i c  p roduc t ion
(electronic or not).  Artists have used distortion
to  in ten t iona l ly  (and recurs ive ly )  a l te r  the i r
i n t e n d e d  c o m m u n i c a t i o n s ,  c h a n g i n g  t h e
n a t u r e  o f  i n s t r u m e n t s  a n d  t h e  w a y  t h e y
a r e  p l a y e d .

M a n y  o f  t h e  m u s i c i a n s  w h o  h a v e  a d o p t e d
t h i s  s o n i c  i n s t a b i l i t y  i n  t h e i r  m u s i c  a n d
have often described i t  as akin to the desires,
d r i ves  and  movements  o f  the  unconsc ious .
The Japanese ‘noise artist’ Merzbow (Masami
Ak i t a )  has  deve loped  the  concep t  o f  no i se
a s  a  r e p r e s e n t a t i o n  o f  t h e  u n c o n s c i o u s
in sound, based ini t ia l ly on surreal ist  not ions
t h a t  e v e r y t h i n g  i s  e r o t i c  a n d  t h e o r i e s  o f
f e t i s h  a n d  b o n d a g e  ( s u b j e c t s  o n  w h i c h
h e  h a s  e x t e n s i v e l y  p u b l i s h e d ) .   M e r z b o w
d i s t r i bu ted  h i s  ea r l y  mus i c  as  son i c  f e t i sh
material through the mail, mimicking circulation
t e c h n i q u e s  o f  u n d e r g r o u n d  p o r n o g r a p h y.
Th is  mus ic ,  i n  i t s  i n i t i a l  s tages  re l i ed  upon
mixer  feedback, distortion  pedals, homemade
e l e c t r o n i c s ,  a n d  r i n g  m o d u l a t o r s .   H e  i s
q u o t e d  a s  s a y i n g  ‘ m y  i d e a  w a s  t o  c r e a t e
someth ing  an t i ,  bu t  represent ing  the  b ru ta l

spirit of rock music’ (see Latartara, sapaan.com).
Merzbow’s tools and music ref lect something
o f  a  h y b r i d  o f  H e n d r i x  a n d  St o c k h a u s e n
i n  t e r m s  o f  b o t h  t e x t u r e  a n d  s t o c h a s t i c
structure and marks a fascinating transference
o f  s o n i c - s e x u a l - t e c h n i c a l  a p p r o a c h e s  i n
m u s i c  f r o m  A m e r i c a  t o  A s i a .

D e s p i t e  t h e  i n t e r e s t i n g  t r a n s f e r e n c e ,  o n e
must ask why such a singular interpretat ion?
C a n  n o i s e  o n l y  e q u a l  s e x u a l  d e s i r e ?   I t ’ s
a  b i t  o f  a  r i d i c u l o u s  n o t i o n .   A d r u m m e r ’s
r i d e ,  c r a s h  a n d  h i - h a t  c y m b a l s  ( n o n e  o f
which create per iodic wave forms and hence
a r e  a  k i n d  o f  a c o u s t i c  n o i s e )  a r e  s e x u a l
i n  t h e i r  c o n t e n t ?   A d e n s e  o r c h e s t r a l  t u t t i
i s  a  s i g n i f i e r  o f  t h e  l i b i d o  f u n c t i o n ?  T h e
s o f t  p a d s  o f  a  s p r i n g  r a i n f a l l  a r e  s o  m a n y
d i r t y  l i t t l e  s e c r e ts ?  A m e r i c a  f a l l s  a s l e e p
wi th the a id of  no ise machines,  which sound
l ike peacefu l  water fa l ls ,  whisper ing autumn
l e a v e s ,  o r  d i s t a n t  c r a s h i n g  w a v e s ,  a n d
aside f rom thei r  re la t ionship to  the bedroom
I  s e e  n o  o t h e r  s e x u a l  c o n n o t a t i o n s .   F o r
m e ,  t h i s  i s  t h e  d a n g e r  o f  s e m i o t i c s  a n d
a r t ;  i f  n o i s e  m u s t  b e  i n t e r p r e t e d  w e  w o u l d
d o  w e l l  t o  p o s i t  a  n u m b e r  o f  m o d e l s  t o  f i t
an  a r r ay  o f  con tex t s .

Fo r  examp le ,  l e t  us  take  a  phone t i c  mode l .
The pure jewel-l ike vowel sounds of language
(the international phonetic alphabet classif ies
2 0  o f  t h e m ) ,  s o  c a r e f u l l y  s c r u t i n i z e d  a n d
t r e a s u r e d  b y  v o c a l i s t s ,  a r e  s u r r o u n d e d ,
a r t i c u l a t e d ,  a n d  g i v e n  a  c o n t e x t  b y  s o m e
2 5  c o n s o n a n t  ( n o i s e )  s o u n d s ;  t h e  s t o p
p los ives ,  nasa ls ,  f r i ca t i ves ,  la te ra l ,  g l ides ,
and combinat ion consonants are an in tegra l
part  of  any ut terance.  The noise of  language
i s  p r e c i s e l y  w h a t  r e n d e r s  i t  i n t e l l i g i b l e
( a n d  f o r  t h o s e  w h o  p r o p o s e  a  l i n g u i s t i c
m o d e l  f o r  m u s i c ,  i t  a s k s  h o w  o n e  d e a l s
w i th  a t tack  no ise ,  b rea th  no ise ,  bow no ise ,
p e r c u s s i o n  s o u n d s ,  e t c .  i n  a d d i t i o n  t o  t h e
o f t e n  o v e r  e m p h a s i z e d  p i t c h  m a t e r i a l s ) .

What  o ther  models  cou ld  be pos i ted? Noise
a s  l i g h t ?

Ambient noise has a familiar optical analogue:
d a y l i g h t  i n  t h e  a t m o s p h e r e .  W e  c a n  s e e
a n d  p h o t o g r a p h  o u t d o o r  o b j e c t s  b e c a u s e
they  sca t t e r,  r e f l e c t  and  o the rw i se  mod i f y
t h e  l i g h t  i n  t h e  a i r .  L i k e w i s e ,  n o i s e  t h a t
p e r m e a t e s  t h e  o c e a n  a c t s  a s  a  k i n d  o f
“ a c o u s t i c  d a y l i g h t . ”  R e c e n t  e x p e r i m e n t s
have shown that we can indeed create images
o f  u n d e r w a t e r  o b j e c t s  b y  u s i n g  a m b i e n t
no ise as a  source o f  i l luminat ion. ’   (Michael
J .  B u c k i n g h a m ,  J o h n  R .  P o t t e r  a n d  C h a d
L .  E p i f a n i o ,  S c i e n t i f i c  A m e r i c a n ,  1 9 9 6 )

S o  n o i s e ,  o n  t h e  o n e  h a n d  c o u l d  b e  h e a r d
a s  a  k i n d  o f  l i g h t  ( i n d e e d  t h e  p h y s i c s  o f
t h e  t w o  a r e  m u c h  t h e  s a m e ) ,  y e t  n o i s e
a l s o  h a s  t h e  a b i l i t y  t o  m a s k  o r  c o v e r  u p
s o u n d s  a s  w e l l ,  a s  w i t h  o u r  w h i t e  n o i s e
sleeping machine, which covers any individual
s o u n d  w i t h  i t s  p a l l  o f  c l o u d i n e s s  a l l o w i n g
f r e e d o m  f r o m  d i s t r a c t i o n  a n d  t h e  o n s e t
of a much sought after repose. As a composer
w h o  w o r k s  w i t h  c o m p u t e r  s a m p l e s ,  t h i s
m o d e l  c r e a t e s  a n  i n t e r e s t i n g  c o r r e l a t i o n
with a photographic use of l ight.  For example,
I  t e n d  t o  h e a r  d i s t o r t i o n - e n h a n c e d  s o n i c
a r t i f a c t s  i n  t h e  h i g h  r e g i s t e r s  a s  a  k i n d
o f  o v e r  e x p o s u r e .   P e r h a p s  a  b l e a c h e d
out  symphony come over  a shor t -wave radio
from afar.  A low register completely obliterated
b y  s m a l l ,  l o w  q u a l i t y  s p e a k e r s ,  c r a c k l e s
a n d  p o p s  o f  i n t e r f e r e n c e  a s  d i s f i g u r i n g
pock marks on the intended classical surface,
l e a k s  a t  t h e  b o u n d a r i e s  o f  o t h e r  s t a t i o n s ’
bandwid th ;  one sh i f t s  the  an tenna in  hopes
o f  r e g a i n i n g  t h e  s i n g u l a r  c o n t i n u i t y  o f  t h e
i n d i v i d u a l  w o r k .    A s  s o  o f t e n  i s  t h e  c a s e
in photography,  instead of  seeing the object
w e  s e e  i n s t e a d  o u r  m o d e  o f  s e e i n g .   T h e
p l a y  o f  l i g h t .   I t  e n h a n c e s ,  b u t  s o m e t i m e s
o v e r - e n h a n c e s  t h e  o b j e c t  t o  t h e  p o i n t  o f
co r rup t i on ,  d i s f i gu ra t i on .   I t  enhances  and
o b s c u r e s .   A w a t c h e d  w a t c h i n g  t h a t ,  f o r
m e  b e g s  t h e  q u e s t i o n ,  w h a t  c o n s t i t u t e s
a  l i s t e n e d  l i s t e n i n g ?   N o i s e  o f f e r s  s u c h
a  p o s s i b i l i t y.   We  d o n ’ t  h e a r  t h e  m u s i c a l
ob j ec t  b roadcas t  ove r  t he  r ad i o  bu t  r a t he r
i t s  i n t e r f e r e n c e .

Using both these notions of light and cloudiness
( o b s c u r i n g ,  o r  c o v e r i n g  f u n c t i o n )  I  c o m e
t o  a  n e w  r e a d i n g  o f  M e r z b o w ’ s  t e x t u r e s .

Although Merzbow himself develops a sexual
m e t a p h o r  i n  t h e  d e s c r i p t i o n  o f  h i s  m u s i c ,
f o r  m e  i t  o p e n s  o n t o  o t h e r  p o s s i b i l i t i e s .
J u n ’ i c h i r o  Ta n a z a k i ,  i n  h i s  b o o k  I n  P r a i s e
o f  S h a d o w s  d e s c r i b e s  t h e  p r o p e r t i e s  o f
jade and the reason for  i ts  appeal  according
t o  a  J a pa n e s e  s e n s i b i l i t y.   H e  w r i t e s ;

T h a t  s t r a n g e  l u m p  o f  s t o n e  w i t h
i t s  f a i n t l y  m u d d y  l i g h t ,  l i k e  t h e
c r y s t a l i z e d  a i r  o f  t h e  c e n t u r i e s ,
m e l t i n g  d i m l y,  d u l l y  b a c k ,  d e e p e r
a n d  d e e p e r. . . We   m u c h  p r e f e r  t h e
i m p u r e  v a r i e t i e s  o f  c r y s t a l  w i t h
o p a q u e  v e i n s  c r o s s i n g  t h e i r
d e p t h s . . . O f  c o u r s e  t h i s  s h e e n  o f
a n t i q u i t y  o f  w h i c h  w e  h e a r  s o
m u c h  i s  i n  f a c t  t h e  g l o w  o f  g r i m e .
I n  b o t h  C h i n e s e  a n d  J a p a n e s e ,
t h e  w o r d s  d e n o t i n g  t h i s  g l o w
d e s c r i b e  a  p o l i s h  t h a t  c o m e s  o f
b e i n g  t o u c h e d  o v e r  a n d  o v e r
a g a i n ,  a  s h e e n  p r o d u c e d  o v e r
l o n g  y e a r s  o f  h a n d l i n g - w h i c h  i s
t o  s a y  g r i m e .   I f  i n d e e d  e l e g a n c e
i s  f r i g i d  i t  c a n  a s  w e l l  b e
d e s c r i b e d  a s  f i l t h y. . . ( p g .  11 )

H e  c o n c l u d e s  b y  j u x t a p o s i n g  a  W e s t e r n
aes the t ic  w i th  an  Eas tern  one ‘Westerners
a t t e m p t  t o  e x p o s e  e v e r y  s p e c k  o f  g r i m e
and e rad ica te  i t ,  wh i le  we  As ians  ca re fu l l y
p r e s e r v e  a n d  e v e n  i d e a l i z e  i t . ’

Ta n a z a k i ’ s  n o t i o n  o f  We s t e r n  e r a d i c a t i o n
o f  d i r t  b r i n g s  m e  b a c k  t o  t h e  n o t i o n  o f  a
l i s t e n e d  l i s t e n i n g  v i s  a  v i s  o u r  n e u r o t i c
q u e s t  f o r  ‘ c l e a n ’  a n d  ‘ p r i s t i n e ’  r e c o r d i n g
q u a l i t y.   O u r  r e c o r d i n g  e n g i n e e r s  s t r i v e
to remove any trace of the recording process
in the f inal  product.   These erasures include
r o o m  n o i s e  a n d  r e c o r d i n g  h i s s  c a u s e d
by the voltage hum of equipment.  Furthermore,
they create an ar t i f ic ia l  s tereo f ie ld  through
t h e  p a n n i n g  o f  e l e m e n t s  a n d  t h e  u s e  o f
compress ion/normal izat ion (which reduces
t h e  l o u d  s o u n d s  a n d  i n c r e a s e s  t h e  s o f t
ones) and equal izat ion to give each element
i t s  o w n  t e r r i t o r y  i n  t h e  f i n a l  m i x .   I f  t h e s e
s t e p s  w e r e  n o t  t a k e n  w h a t  w o u l d  r e s u l t
i s  o f t en  ca l l ed  a  ‘muddy ’  m ix .   Wha t  wou ld
w e  b e  l e f t  w i t h  i f  a l l  t h e s e  e l e m e n t s  w e r e
not  removed?  Given Tanazaki ’s  s tatements
I see Merzbow’s aesthetic as such a burgeoning
possib le wor ld.   Noise as jade.   An economy
of grime that calls into question our arbitrari ly
d e r i v e d  n o t i o n s  o f  w h a t  r e c o r d e d  m e d i a
shou ld  sound  l i ke .   To  re tu rn  t o  t he  Gu i ta r
W o r l d  b u y e r ’ s  g u i d e  C D ,  t h i s  i s  w h y  i t
sounds  so  tame and processed to  my ears .
Ironically, al l  the grit  has been systematically
r e m o v e d  d e s p i t e  t h e  f a c t  t h a t  t h e  t r a c k s
f e a t u r e  d i s t o r t i o n  p e d a l s .   T h e  s o u n d  h a s
b e e n  p h y s i c a l l y  s u p p r e s s e d / r e p r e s s e d .

E a r l y  r o c k  m u s i c i a n s  w e r e  d e l i b e r a t e l y
m i s u s i n g  t h e i r  e q u i p m e n t  f o r  f u n c t i o n s
not  in tended,  hence the out -o f -cont ro lness
of the music’s sound was in a direct relationship
w i th  the  uns tab le  means  o f  i t s  p roduc t ion .
In 2005, things are quite different.  Amplif iers
a re  i n t ended  t o  f eedback ,  we  have  d i g i t a l
e q u i p m e n t  t o  a c c u r a t e l y  c o n t r o l  d e g r e e s
of  d is to r t ion .   In  shor t  the  c rea t ion  o f  son ic
a b a n d o n  h a s  b e c o m e  a  s p e c i a l i z e d  f i e l d
for manufacturers, technicians and advertisers
alike.  No longer do we have spectral intensities
a n d  a c t i v a t i o n  o f  e x t r e m e  l i m i t s ;  i n  t h e i r
p l a c e  w e  f i n d  o n l y  t h e i r  f a i n t  s i m u l a c r a .
C o m m o d i f i c a t i o n  o f  r o c k  m u s i c  i s  i n  a
one to one ratio with the physical suppression
o f  s o u n d .   T h e  l i b i d i n a l  i n t e n s i t i e s  ( i f  o n e
c o n c e d e s  t o  t h e  m o d e l )  o n c e  c o n t a i n e d
i n  t h e  s o u n d  i t s e l f  h a v e  b e e n  s u r g i c a l l y
e x t r a c t e d ,  r e d i s t r i b u t e d  a n d  r e s o l d  i n  t h e
f o r m  o f  t h e  p o r n o g r a p h i c  i m a g e  t h a t  n o w
accompanies the sound as a form of packaging.
B u t  i s  t h i s  n o t  a  f a m i l i a r  o c c u r r e n c e  f o r
us?  Take for  example the mass d is t r ibut ion
o f  food  tha t  takes  p lace  in  Amer i can  super
m a r k e t s ;  t h e  n u t r i e n t s  a r e  e x t r a c t e d  f r o m
the food i tse l f ,  rep laced wi th  preservat ives
s o  i t  c a n  b e  e a s i l y  s t o r e d ,  s h i p p e d ,  a n d
consumed on the large scale.   F ina l ly  these
e x t r a c t e d  n u t r i e n t s  s o l d  t o  u s  a g a i n  i n
t he  f o rm  o f  so  many  d i e ta r y  supp lemen ts .
F o r g i v e  m e  f o r  b e i n g  s o  j a d e d . . .
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