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Abstract

This dissertation contends with the simple observation that modernist composers display a
collective and rather sudden aversion to melody after World War II; I examine why this might be
so while showing how melody continues to haunt this repertory in drastically reimagined forms.
Edward Cone and other critics bemoan this anti-melodic turn and raise its political and ethical
stakes by invoking what I call the “vocal imaginary,” which links melody, voice, and human
subjectivity in a distinctly Rousseauian line of argumentation. In reality, Cone’s fears that the
musical subject might disappear altogether in modernist music have not come to pass: the work
and thought of postwar musical modernism remains flooded with “voices,” but voices of a
different kind. The pages of this dissertation are filled with voices that don’t sing; instruments
that do; singing that comes from a speaking voice and melody that comes from a mass texture;
singing, melody, and voice that are obstructed in a stunning variety of ways. Using as my
examples compositions by Salvatore Sciarrino, Steve Reich, lannis Xenakis, and Helmut
Lachenmann, I explore how a rejection of the “phenomenal” or standardized practices of voice is
enacted such that the voice is reborn as “noumenal:” uncategorizable, unparseable, uniquely
alive. The turn away from traditional modes of voice and melody can be understood as a
melancholic response to modernity, and specifically its conditions of mass production and

scientism.



Chapter 1 - The Voice under Erasure in Darmstadt and Beyond

“It is particularly in a work like 7/ canto sospeso
that one can see the beginnings of the gap—now
a gulf—between composers like Stockhausen
and Nono.”
-Helmut Lachenmann'
In 1952, Luigi Nono and Karlheinz Stockhausen became close friends. Over the next
several years they took classes together, presented one another’s work in lectures, and even
vacationed together. In 1957, Nuria Nono became the godmother of Stockhausen’s son Markus;”
in 1958, Nono coined the term “Darmstadt School” to refer to himself, Stockhausen, Pierre
Boulez, and Bruno Maderna.’ By 1959, however, this friendship had dissolved into a personal
and professional rancor that was on public display to the composers’ fellow attendees at the
Darmstadt Ferienkurse. Helmut Lachenmann describes a definitive quarrel between Nono and
Stockhausen that occurred upon his appearance at a breakfast for lecturers on Nono’s invitation:
When there was no table setting for me, the unannounced intruder, Nono scoffed
at the inflexible “German organization,” incapable of improvisation, whereupon
Stockhausen replied, “What does German organization mean here? With you the
tones stand at attention after all!,” whereupon Nono, boisterous rather than angry,

retorted: “And yours move like a scarecrow.” That was definitely the last
aesthetic discussion between the two.”

' Helmut Lachenmann, “Touched by Nono,” in Contemporary Music Review 18/1 (1999), 20.

? Rainer Nonnenmann, Der Gang durch die Klippen: Helmut Lachenmanns Begegnung mit Luigi Nono anhand ihres
Briefwechsels und anderer Quellen 1957-1990 (Wiesbaden: Breitkopf et Hartel, 2013), 29-30. See also Karl H.
Worner, Stockhausen: Life and Work, trans. Bill Hopkins (Berkeley: University of California Press, 1976), 235.

? Scholars have questioned the Darmstadt School as a cohesive movement. See Christopher Fox, “Music after Zero
Hour,” Contemporary Music Review 26, no. 1 (February 2007): 13; Martin Iddon, “Darmstadt Schools: Darmstadt
as a Plural Phenomenon,” Tempo 65, no. 256 (04/01/2011 2011): 2—8. Nonetheless, Nono’s moniker demonstrates
his perceived affinity with Stockhausen at the time.

* Nonnenmann, Der Gang durch die Klippen, 133. “Als es dort fiir mich, den unangemeldeten Eindringling, kein
Gedeck gab, spottete Nono iiber die improvisationsunfahige, unbewegliche "deutsche Organisation", worauf
Stockhausen entgegnete: "Was heif3t hier deutsche Organisation? Bei Dir stehen doch die Tone stramm!", worauf
Nono eher libermiitig als verdrgert zuriickgab: "Und bei Dir machen sie Bewegungen wie Vogalscheuche..." Das
war wohl definitiv die letzte dsthetische Diskussion zwischen den beiden.” Translations in this dissertation are my
own unless otherwise noted.



As Lachenmann hints in the epigraph above, this moment precipitated a falling-out
between Nono and Stockhausen that spanned decades. But how did they go from sharing a high
mutual regard to name-calling in the lunchroom? The underlying issues are not so petty as this
confrontation might suggest. In fact, the stakes of Nono and Stockhausen’s polemics during this
time were such that many Darmstadt participants followed them closely and even found
themselves jumping into the fray; hard lines were drawn, and feelings were hurt.” Lachenmann’s
claim is that these polemics constitute a moment of crisis not only between Nono and
Stockhausen, but also between composers /ike them—thus, the repercussions of the differences
between these pieces radiate outward, and Stockhausen and Nono become symbolic of a
burgeoning crisis in the cosmopolitan new music scene. The fact that Lachenmann himself felt
the need to choose sides reinforces the notion of a schism between two different compositional
lineages. But what does Lachenmann mean when he refers to composers “like” Nono and “like”
Stockhausen?

A few years before that infamous breakfast scene, Stockhausen and Nono’s dispute was
already concretized in two compositions that offer a number of parallels: Stockhausen’s Gesang
der Jiinglinge (1955-56) and Nono’s I/ canto sospeso (1955-56) were both composed using serial
means, in the same years, using liturgical forms, and maintain today as much of a canonical
status as is possible for any high modernist work; oceans of ink have been spilled on behalf of
both. Furthermore, Nono and Stockhausen both enjoyed a reciprocal relationship with the

Darmstadt music festival, where Gesang and Canto were widely discussed.’ The debate played

> For more on the other participants in these polemics, see M.J. Grant, Serial Music, Serial Aesthetics:
Compositional Theory in Post-War Europe (New York: Cambridge University Press, 2001). See especially Chapter
7, “Music and Language,” pp. 193-221.

% According to Christopher Fox, 1l canto sospeso was also commissioned by Darmstadt although premiered
elsewhere. Christopher Fox, “Luigi Nono and the Darmstadt School: Form and Meaning in the Early Works (1950-
1959),” Contemporary Music Review 18, no. 2 (1999): 112.



out during speeches there as well as publications in its mouthpiece Die Reihe, and these works’
staying power in turn feeds into the continuing prestige of the festival. These similarities invited
all manner of comparison, even at the time, which led almost inevitably to conflict.

In 7/ canto sospeso, Nono sets excerpts from the final letters of condemned political
prisoners of the World War II resistance. Both text and music are emotionally charged; as has
been well documented, Nono uses serial means to expressive ends, employing at times an aurally
comprehensible all-interval row that wedges outward chromatically.” The text of I/ canto sospeso
is always set in its original order, but it is often layered over itself, and the metrical placement of
words does not necessarily correspond to the natural rhythms of speech; these features make
semantic understanding of the source text difficult and often impossible.

Stockhausen took the text of Gesang der Jiinglinge from a section of the Apocrypha
where three young Jews sing from Nebuchadnezzar’s furnace. The composer had attended
Werner Meyer-Eppler’s Darmstadt classes in phonetics between 1954 and 1956, where he
learned about the relationship between formants and vowel sounds. With this knowledge, he was
able to create electronic sounds that resemble the human voice, resulting in an aural soundscape
that remains eerie and futuristic today even as the bleeps and bloops available to him have
become somewhat dated.® Gesang’s successful fusion of the realms of concrete and synthesized

sound was unprecedented—it was in the words of one commenter, “an opus, in the most

7 For a nuts and bolts analysis of the serial operations of I/ canto sospeso see Kathryn Bailey, ““Work in Progress’:
Analysing Nono’s 1l canto sospeso.” Music Analysis, 11/2-3 (1992). 279-334; for an analytical attempt to link serial
means to expressive ends see Carola Nielinger, “‘The Song Unsung’: Luigi Nono’s I/ canto sospeso. "Journal of the
Royal Musical Association 131/1 (2006). 83-150.

¥ In the early 1950s, Stockhausen also became interested in ordering the transformations of sound systematically, not
just the sounds themselves as fixed objects. This kind of interplay is at work in the timbral blending of Gesang der
Jiinglinge. For more on the technical and aesthetic bases for the work, see Pascal Decroupet, Elena Ungeheuer, and
Jerome Kohl, “Through the Sensory Looking-Glass: The Aesthetic and Serial Foundations of Gesang Der
Jinglinge,” Perspectives of New Music 36, no. 1 (1998): 97-142.



emphatic sense of the term™ —and it expanded the realm of compositional possibilities in the
electronic music studio. In addition to his experimentation with synthesized vocal timbres,
Stockhausen derives all vocal sounds from a single source, the 12-year old boy soprano Josef
Protschka, and splits, duplicates, and layers this voice into an intricate tapestry.

In a 1957 Darmstadt lecture, Stockhausen attempted to bring these two works into
dialogue along with Boulez’s Le marteau sans maitre (1953-5)'° with the intention of
representing the different standpoints of the “atheist, the idealistic communist, and the
metaphysic” as evinced by their vocal writing.'' In a lecture and subsequent publication, he
discussed the use of text in the three pieces, seeming to be genuinely flummoxed by Nono’s
choices. He acknowledged that Nono was “deeply moved” by the texts. And yet, he mused:

The texts are not delivered, but rather concealed in such a regardlessly strict and

dense musical form that they are hardly comprehensible when performed.

Why, then, texts at all, and why these texts?...Should he not have chosen texts so

rich in meaning in the first place, but rather sounds?'>

In the first place, Stockhausen’s criticisms exude a whiff of hypocrisy. His decision to
use a text featuring Jewish children singing from a furnace just a decade after the end of World
War Il would certainly have been read politically, although it operates on the level of allegory

rather than direct quotation. And his experimentation with vowel sounds required him to

fragment this charged text far beyond the point of recognition. Stockhausen anticipates this

? Ibid., 97.

' This lecture was subsequently published as an article first in the Darmstidter Beitrige zur Neuen Musik (1958)
and then in Die Reihe (1960). Karlheinz Stockhausen, “Musik und Sprache,” Darmstdidter Beitrdge Zur Neuen
Musik 1 (1958): 65-74; Karlheinz Stockhausen, “Musik und Sprache,” Die Reihe 6 (1960): 36-58.

" Nonnenmann, Der Gang durch die Klippen, 30.

2 K arlheinz Stockhausen, “Text and Music.” Trans. Ruth Koenig. Die Reihe VI (Bryn Mawr: Theodor Presser Co.,
1964), 48-49. These quotes are perhaps a bit out of context, since Stockhausen seems to be engaged in a sincere
attempt to defend Nono against accusations of an inappropriate use of this politically and emotionally charged text,
even as these accusations come from Stockhausen himself. As I mentioned, he points out the profound impact of
these texts upon Nono, and he also defends Nono’s decisions later in the essay: “It is not for nothing that a few
fragmentary syllables flash out of the heaving sounds here and there in II. The listener feels he has understood them
without, however, their having resulted in larger coherent passages.” (Ibid., 49) M.J. Grant concisely rebuts
Stockhausen’s criticism of Nono’s text setting, claiming that Stockhausen fails to take into account that “the music
itself is utterly sad” (pg. 203).



criticism, claiming that his Bible excerpt was already so well-known that he could afford to take
liberties:

The words are memorised, and here we are primarily concerned with the fact that

and how they are memorised, and the details of the content are of secondary

importance; the concentration is directed upon the sacredness; speech becomes

ritual.”?

Nono didn’t react well to his friend’s seemingly mild censure, and expressed his outrage

in a 1960 Darmstadt lecture entitled “Text — Musik — Gesang.”"*

He pointed out that the text of 7/
canto sospeso is never fragmented beyond the level of the word, and that he was careful to
present these words in order. As M.J. Grant notes, Nono’s response contains more than a trace of
bitterness. For instance, in an indirect answer to Stockhausen’s query above, he replies: “The
question why I chose exactly this text and no other for a composition is no more intelligent than
asking why, in order to say the word “stupid,” of all letters one has to use s-t-u-p-i-d.”"> 1960 was
the last year that Nono appeared at Darmstadt, and this speech could be said to mark the final
dissolution of the “Darmstadt School.”'®

Allegedly, the conflict between Nono and Stockhausen arose as a shop-talk dispute about
techniques of text setting. Stockhausen criticized Nono’s technique as ineffective; Nono
retaliated. But the bitter antagonism ought not mask a rather simple but essential fact: both
Nono’s Canto and Stockhausen’s Gesang are, titularly speaking, songs. The debate between the
composers articulates their different positions regarding the status of song and singing in the late

1950s. Nono’s intention was to use serial techniques to enhance the semantic meaning of the text

rather than to obstruct it, to support the words’ power by giving them voice in song. His

" Ibid., 58

'* Co-authored, incidentally, by his pupil Helmut Lachenmann, who will take center stage in the final chapter of this
dissertation.

' Luigi Nono, “Text — Musik — Gesang.” Translated in M.J. Grant, Serial Music, Serial Aesthetics. Cambridge:
Cambridge University Press, 2001. Pg. 203.

'® According to Christopher Fox, this speech “ruptured his close friendship with Stockhausen.” Fox, “Luigi Nono
and the Darmstadt School,” 112.



purported purpose in composing I/ canto sospeso was “to give voice to the legacy of these

9517 9518

letters,” " to combine them into what Christopher Fox calls “a litany of suffering,”” and to set
them to music that mirrors and intensifies their anguish. For Stockhausen, on the other hand, the
speech of Gesang der Jiinglinge is implacable ritual rather than urgent utterance; he probably
saw Nono’s attempt at direct expression as embarrassingly old-fashioned. In his Die Reihe essay
he rather condescendingly tries to give his friend the benefit of the doubt by hypothesizing a
serial system of text setting based on the smallest phonetic components of Nono’s letters. Even if
Stockhausen’s analysis was well-intentioned, though, it misses the point entirely by assuming
that Nono would use serial organization to occlude the text, and the voices that present it.

The exchange that opens this chapter shows the traces of this conflict, and also hints at its
larger implications. Stockhausen thinks that Nono’s attempt to meld politics and aesthetics
results in a confused and confusing situation where tones are made to “stand at attention” at the
same time they are supposed to promote the cause of freedom. Nono thinks that Stockhausen’s
music, with its emphasis on structure and ritual rather than utterance, constitutes a “scarecrow,” a
corpse, something with human form that lacks actual humanity. In addition to being a
disagreement about musical aesthetics, this is a disagreement about the status and means of the
voice in music, which is in turn a disagreement about the status and means of expression, of
subjectivity, of music’s very humanity.

To draw the issue in stark black and white, one might say that Nono is in favor of an

emotional music of direct expression and communication, while Stockhausen’s aesthetic relies

upon abstraction and technical innovation. This dichotomy would be supported by the

' Luigi Nono, “Text — Musik — Gesang.” Cited and translated in Christopher Fox, “Luigi Nono and the Darmstadt
School: Form and Meaning in the Early Works (1950-1959).” Contemporary Music Review18/2,1999. 111-130.
18 1y -

Ibid., 127



structuralist rhetoric promulgated especially by Stockhausen and Pierre Boulez—before their

falling out, Nono and Stockhausen engaged in many conversations where Stockhausen argued
that it’s really essential to choose one idea, one total conception of all material
dimensions...that the writing has only the function of the performing, the service,

and becomes fully un-Promethean, un-Faustian, impersonal—if you will:

inhuman, so, music becomes less and less human, more and more pure.19

Nono, on the other hand, had far less patience for abstraction. He insisted that musical
should be politically engaged and exude the “warmth of life.”*’

But in reality, both composers constantly negotiated and renegotiated the relationship
between expression and technique. Later in his essay, Lachenmann points to the at times
uncomfortable dialectic with which Nono lived: “Nono the structuralist constantly forced Nono
the expressively-orientated visionary to forge his way ahead. This is a central aspect of Nono’s
music.”*' And the reception of Nono’s music is sometimes hard to reconcile with his position
against Stockhausen, as in one review of his Variazioni canoniche sulla serie dell’op. 41 di
Arnold Schoenberg (1950) that called it “incomprehensible” due to “its disruption and ripping to

shreds of the melody,”*

and another that called it the “corpse of a compositional figure” and
accused Nono of “sin[ning] against all that is human in music.”** Conversely, for all

Stockhausen’s structuralist rhetoric, his highly rationalized compositional strategies repeatedly

suggest some kind of expressive and communicative end. Certainly, subject matter and affective

' Gianmario Borio and Hermann Danuser, eds., Im Zenit Der Moderne: Die Internationalen Ferienkurse Fiir Neue
Mousik Darmstadt 1946-1966 (Freiburg: Rombach, 1997), 28. Cited in Nonnenmann, Der Gang durch die Klippen,
31. “... daB wirklich eine Idee, eine totale Vorstellung alle Materialdimensionen notwendig auswahlt[...]—daB} der
Schreibende nur noch die Funktion des Ausfiihrens, des Dienens hat und vollkommen unprometheisch, unfaustisch,
unpersonlich wird—wenn Du willst: unmenschlich, so, wie seine Musik immer unmenschlicher, immer reiner wird.”
%% Luigi Nono, Luigi Nono: Texte, Studien zu seiner Musik, ed. Jiirg Stenzl (Ziirich: Atlantis, 1975), 120. Cited in
;Ionnenmann, Der Gang durch die Klippen, 120. “die Warme des Lebens”

Ibid., 21.
2 Hans Heine Stuckenschmidt, “Spielerei, Pathos und Verinnerlichung: Abschluff der Darmstadter Konzertreihe,”
Neue Zeitung, August 30, 1950. Cited and translated in Martin Iddon, New Music at Darmstadt: Nono, Stockhausen,
Cage, and Boulez (New York: Cambridge University Press, 2013), 38.
3 “protest Nach Zwei Seiten: ‘Musik der Jungen Generation’ in Darmstadt,” Frankfurter Allgemeine Zeitung,
August 30, 1950. Cited and translated in Iddon, New Music at Darmstadt, 38.



intensity were an essential part of the conception—and effect—of Gesang der Jiinglinge. As
David Metzer argues forcefully, the historical image of Gesang as a perfectly organized
machine—pure, impersonal, calculated, inhuman—hardly matches up with the work's
contemporary reality, or even with what is so clearly presented in the aural experience itself.**
Both Nono’s and Stockhausen’s works of this period are emblems of a tension between a written
practice strongly inspired by contemporary structuralist discourse, and a musical experience still
very much concerned with what structuralism tended to suppress—the subject, and the subject's

voice.

Voice and its (vocal) discontents

These tensions were not at all limited to Stockhausen and Nono; they are, as I suggest
above, themselves expressive of a larger antagonism energizing their milieu, one centered around
voice. M.J. Grant has shown particularly well how hotly contested the status of the voice was for
many participants of the Darmstadt courses in the 1950s; her account includes contributions from
composers H.H. Stuckenschmidt, Herbert Eimert, and Henri Pousseur, critic Ludwig Wismeyer,
and linguist Nicolas Ruwet.”> But we have also seen—and heard—these antagonisms about
voice before, far beyond the elect purview of Darmstadt. Roughly two centuries earlier, in what
would eventually be coined the Querelle des bouffons, Jean-Philippe Rameau and Jean-Jacques
Rousseau carried out polemics under strikingly similar terms. In both the earlier and later cases,
two of the most theoretically ambitious musicians—or musically ambitious theorists—of their

day developed a bitter animosity in a public and lettered dispute over music’s relationship with

** David Metzer, “The Paths from and to Abstraction in Stockhausen’s Gesang Der Jiinglinge,”
Modernism/Modernity 11, no. 4 (November 2004): 695-721.

> MLJ. Grant, Serial Music, Serial Aesthetics: Compositional Theory in Post-War Europe (New York: Cambridge
University Press, 2001). See especially Chapter 7, “Music and Language,” pp. 193-221.



the vocal. A comparison of both moments reveals a tension between system and utterance that
seems to recur when disagreements about the voice in music arise.

In 1752, Italian comic opera exploded onto the French scene with tremendously popular
performances of Pergolesi’s comic intermezzo La serva padrona, given at the Aristocratic
Opéra.”® Fervor quickly gave way to worry and then defensiveness, as some saw the emergent
Italian genre as a threat to the French national style of tragédie lyrique. In response to La serva
padrona, Jean-Philippe Rameau emerged as the defender of French opera and Jean-Jacques
Rousseau as the advocate for the new style the Italian intermezzo represented. The ensuing
polemics revolved around the superiority of French versus Italian music, and these national
musics were quickly reduced to a set of stereotypes meant to capture the compositional (and
cultural) priorities of each. According to Francois (Abb¢é) Raguenet and Jean-Laurent Lecerf de
la Viéville, the authors of two pamphlets that articulated the terms of the Querelle avant la lettre
at the turn of the eighteenth century, Italian opera sang freely and intuitively, while French opera
served the text and minimized the risk of base seduction.?’ Later, Rameau would bolster the
defense of French music by claiming that it embodied the natural laws of harmony, setting up a
binary opposition between Italian excellence at melody and French mastery of harmony. This put

French music in positive terms, and served as a more convincing vindication than the early

2% Although the opera was actually premiered as an intermezzo in 1733, it did not achieve widespread notice until its
1952 run at the Théatre des Arts. David Charlton describes how the theater extended its run again and again due to
its growing popularity. See David Charlton, Opera in the Age of Rousseau: Music, Confrontation, Realism
(Cambridge: Cambridge University Press, 2012), 251.

*"In his Paraléle des Italiens et des Frangais, en ce qui regarde la musique et les opéras (1702), Abbé Raguenet
claimed that Italian opera was a site of unencumbered expression, while French opera was overly complicated,
enslaved to the text, and generally monotonous. When Lecerf de la Viéville responded in his Comparaison de la
musique italienne et de la musique frangaise (1704), he praised French opera for its service to the text, dismissed
Italian opera as corrupt, and identified music as a dangerous source of power to be contained and used sparingly. For
more on the origins of the querelle in the beginning of the eighteenth century, see the introduction of Enrico Fubini,
Music and Culture in Eighteenth-Century Europe: A Source Book, ed. Bonnie J. Blackburn (Chicago: University of
Chicago Press, 1994).



polemicists’ somewhat fanatical concern that the uninhibitedness of Italian music would lure the
listener into sin.

The musical (and superficially apolitical) distinction between melody and harmony was
conceptually rich and served well as an anchor for the higher-stakes question of how music
relates to the human. Rameau, a Cartesian and a rationalist at heart, thought of this relationship
dualistically: the order of music reflected the order of the world. For him, “music is natural in
that its underlying harmony precisely reflects a physical law that is natural because it is eternal

and immutable.”?®

The elegant principles of harmony are universal, given in nature, and can be
accessed either by reason or through instinct; reason serves to confirm what one already knows
intuitively—i.e., what nature already “put there”. The role of the human, then, is in large part an
investigatory one, an agency of analysis and divination, revealing these natural laws and reveling
in the pleasure they afford—a pleasure not distinct from that of beholding nature itself.
Successful music draws a listener’s ear toward these principles, and pleases that ear through their
confirmation in harmonic progressions. The listener appreciates this organization aesthetically
because it shows how she exists in synchrony with the natural laws of the universe, and the best
composers adhere to these laws, even if sometimes by instinct alone:

Who is the philosopher or man who would not recognize with a little common

sense that the agreeable feeling which he experiences in hearing certain

relationships between sounds, is due to nature and pure instinct? And, in that case,

who wouldn’t benefit from what he could learn from this mother of the sciences

and the arts and behave accordingly?*’

For Rameau, human artistry—and perhaps humanity itself—is an act of civilization; what

separates good art from bad art, and humans from animals, is adherence to a system. Stockhausen

seems to feel a similar way about the role of the human in music—essentially, that it should exist

28 1.
Ibid., 13.

%% Rameau, Observations. Translated by Cynthia Verba in Music and the French Enlightenment: Reconstruction of a

Dialogue, 1750-1764 (Oxford: Clarendon Press, 1993), 121.
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outside of the music itself and instead be located in the act of listening to it. Humans are
uniquely capable of appreciating orderliness and systematicity, and to do so is to be human.
Examples abound: a great many of Stockhausen’s discussions about his own compositions are
rigorously technical. Robin Maconie, Stockhausen’s biographer and advocate, describes how in
the planning and execution of Gesang der Jiinglinge, Stockhausen recognized

that the ultimate, logical, and appealing alternative to an arbitrary system would

be one founded on scientific principles. Such a system, just as rigorous, drawing

its strength from the world of everyday human experience, would be more likely

as a matter of course to connect with the perceptions of the “ordinary listener.”’

Notice how Stockhausen’s conception of musical logic conforms to the valorization of
system and structure so important in Rameau’s thought. Both composers are fascinated by the
juncture between music and the natural and mathematical sciences, and for both, logically
imposed principles give a piece cohesion and this cohesion is what generates musical value. For
Stockhausen and Rameau, one might even say that expression arises out of a consonant relation
to a rational system; no matter how dramatic or cacophonous the musical moment may be, it
emerges in harmony with the fundamental ground or overarching plan, their own conception of
Music-with-capital-M. The work sounds within this harmony.

Rousseau, on the other hand, saw music as disruptive of the very systematicity that
Rameau and Stockhausen celebrate. Cartesian dualism like that found in Rameau’s conception of
music is scarcely to be found in Rousseau’s musical thought; rather, he is deeply informed by
sensationalists such as John Locke. For Rousseau, musical affect originates in the

communicative power of the human voice—singing is the closest that we come to the original

state of human expression, whence both language and music came. The earliest human

3 Robin Maconie, Other Planets: The Music of Karlheinz Stockhausen (Lantham: Scarecrow Press, 2005), 59.
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utterances arose out of passion rather than need and took the form of accented but wordless
vocalizations. As civilization crept in, however, this original cry was lost:

In proportion as needs increase, as affairs become entangled, as enlightenment

extends, language changes character; it becomes more precise and less passionate,

it substitutes ideas for feelings, it no longer speaks to the heart but to reason.”!

When music is overthought and over-civilized, it becomes artificial. Rousseau pits system and
expression against one another—where one exists, the other cannot. True artistic expression
comes from succumbing as much as possible to one’s animal nature, from breaking through pre-
given structures.

Rousseau and Nono think of music more as a vocal act or utterance: impassioned,
unsystematic, and fundamentally irrational. There is, however, a marked difference in how Nono
and Rousseau see externally imposed organization. For Rousseau, imposing the system of
harmony on melody makes it artificial, further from the authentic co-origin of language and
music. Nono, on the other hand, demonstrated a great deal of respect for systematic musical
organization—for example, he uses serial constructions throughout 1/ canto sospeso and other
pieces from this time period. But he also uses the voice to disrupt these systems, as in the
poignant soprano solo in the seventh movement (I discuss this movement and its reception in
some detail in Chapter 5). The difference between Nono and Stockhausen (or Nono and Rameau)
lies in a deliberate hierarchization of voice and system, irrational and rational; the rational and
systemic is present only insofar as it can provide a background for the voice, or even a structure
that it is meant to undermine.

The historical and cultural gulf that separates the participants of the Querelle and

Darmstadt-goers of the 1950s is vast; the stakes of the two situations were different in important

3! Jean-Jacques Rousseau, Essay on the Origin of Languages and Writings Related to Music, ed. John T. Scott, vol.
7, The Collected Writings of Rousseau (Hanover, New Hampshire: University Press of New England, 1998), 296.
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ways. And yet, opening this chapter with the paired figures of Rousseau/Rameau and
Nono/Stockhausen does provide an introduction to both these important figures and some
perennial issues that surround the voice. Rousseau and Nono will continue to appear in the pages
of this dissertation as composers and critics who bequeathed a legacy of thinking about the nexus
of voice, humanity, melodiousness, and rationality in music, and these conflicts give bodily form
and specific articulation to a negotiation between two aspects of the voice that are always
present, and yet, seem to exist uneasily alongside one another. One the one hand, a voice is
enmeshed in a number of systems, including that of language but also conventional vocal
practice in music. On the other, it is utterly unique to a given body, and thus irreducible and
destabilizing to the very systems it participates in. Rameau, Rousseau, Nono and Stockhausen all
must find a way to negotiate this structural antagonism, and alongside it a compositional ethics
of melody and voice.

One of the most important contributions to identifying and theorizing this negotiation is
Edward Cone’s 1974 monograph The Composer’s Voice. Its first page assumes a Rousseauian
co-origination of music and language: “if music is a language,” Cone asks, “then who is
speaking?”** Also like Rousseau, he sees music as somehow able to take on human
characteristics through an act of mimesis: “all music, like all literature, is dramatic...every
composition is an utterance depending on an act of impersonation.”* In some ways, Cone’s
ideas are a direct adaptation of Rousseau’s, so why did he feel the need to rearticulate them?
Although he never mentions Darmstadt or its composers by name, I believe that The Composer’s
Voice responds to them; that his work constitutes, among other things, an aesthetic and ethical

call to the vocal in music from what he sees as a beleaguered position. Beginning around 1950,

32 Edward T. Cone, The Composer’s Voice (Berkeley: University of California Press, 1974), 1.
33 110
Ibid., 5.
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the output of composers as diverse as Lachenmann, Salvatore Sciarrino, Steve Reich, and Iannis
Xenakis demonstrate an unprecedented exploration of non-melodic textures. This period saw a
sea change in the sound of modernist music: an emphasis on timbre that came at the direct
expense of melodic textures.>® This is equally true in compositions that involve the voice and
those that don’t. A central implication of Cone’s argument is that music lacking in melody also
lacks a subject, indeed lacks humanity itself. The Composer’s Voice serves as a critique, however
veiled, of contemporary practices of the voice. And yet, Cone’s fears that the musical subject
might disappear altogether in modernist music have not come to pass; the work and thought of
postwar musical modernism remains flooded with “voices”—but voices of a different kind. The

following section will further explore the connection between voice, melody and subjectivity.

The Vocal Imaginary

Singing trumpets, compared to the kind that are
simply blown, are now truly dominant.
-Ernst Bloch™
Disillusioned with the deterministic nature of Marxism, philosopher Cornelius
Castoriadis looked for a way to account for the agentive role of imagination in the formation of a

society. Dilip Parameshwar Gaonkar summarizes the project of Castoriadis’ The Imaginary

Institution of Society®® as defining a social imaginary as “an enabling but not fully explicable

** Although a few scholars have made note of this change in passing, they contend only with pieces that actually
involve the voice and leave the issue of root causes unaddressed. See Istvan Anhalt, Alternative Voices: Essays on
Contemporary Vocal and Choral Composition (Toronto: University of Toronto Press, 1984); James Wishart,
“‘Breaking Up is Hard to Do’: Issues of Coherence and Fragmentation in Post-1950 Vocal Music,” in Words and
Music, ed. John Williamson, 2005.

** Ernst Bloch, “Magic Rattle, Human Harp,” in Essays on the Philosophy of Music, trans. Peter Palmer (New York:
Cambridge University Press, 1985), 295.

3% Cornelius Castoriadis, The Imaginary Institution of Society (Cambridge, Mass.: MIT Press, 1987).
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symbolic matrix within which a people imagine and act as world-making collective agents.”’

For Castoriadis, imaginaries structure meaning and thus structure a political environment. These
social imaginaries can take many forms; one important example is nationhood, which creates
sense of ‘we’ that itself constructs meaning. According to Gaonkar, for Castoriadis “each society
derives its unity and identity by representing itself in symbols, myths, legends, and other

»3% In what follows, I would like to suggest that a shared notion

collectively shared significations.
of how ‘voice’ operates in music has become one such imaginary, a construction that lends
meaning to musical form.

In Western thought and language, “voice” is often used as a synecdoche for the existence
of a subject. Following Derrida, Amanda Weidman identifies a common assumption that the
voice is a “guarantor of truth and self-presence, from which springs the familiar idea that the

¥ Discussion of the

voice expresses self and identity and that agency consists in having a voice.
voice in the long discourse of Western music is especially intriguing because of how deeply
intertwined, and sometimes inseparable, the various metaphorical and literal uses of the term are.
Cone attempts to disentangle some of these uses in The Composer’s Voice: the actual singing
voice, the “voice” of a character in texted music, the narrative “voice” of instrumental
accompaniment, the authorial (and titular) “composer’s voice,” and the “virtual persona” that
emerges when an instrumental melody stands in for a singing voice.

It is with the “virtual persona” that Cone makes his most exciting and most problematic

interpretive leaps; he ties a song-like musical texture, be it vocal or instrumental, to the presence

*7 Dilip Parameshwar Gaonkar, “Toward New Imaginaries: An Introduction,” Public Culture 14, no. 1 (December
21,2002): 1.

> Ibid., 7.

** Amanda Weidman, “Anthropology and Voice,” Annual Review of Anthropology 43, no. 1 (2014): 38. This is not
universally true: there is no term equivalent to “voice” in the Chinese language, for instance. Self-presence is a term
with a long philosophical lineage—its relation to voice and sound are explored in Jacques Derrida, Of
Grammatology, trans. Gayatri Chakravorty Spivak (Johns Hopkins University Press, 1976); Jean-Luc Nancy,
Listening, trans. Charlotte Mandell (New York: Fordham University Press, 2007).
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of a subject. Cone sees melodic gesture as a product of a voice and thus synecdochical of a
human subject—where a melody exists, so must a voice; where a voice exists, so must a subject.
Thus singing, voice, melody, and subjectivity are bound into a tight and mutually dependent
network of concepts—the presence of one brings forth the others. The intermediary term of
singing becomes a necessary link: a melody is something that one sings with one’s voice.

As I mentioned above, Cone’s work rehearses one of classical music’s enduring origin
myths, that of Rousseau’s ‘passional song’. For Rousseau, music, poetry and speech all share an
origin in the voice.* Both musical and vocal utterance arose from the passions, and it is this
imitation of the passional voice that distinguishes music as a fine art and not a natural science.”'
As in Cone’s formulation, Rousseau sees melody as evoking both voice and human subject.
More recent theorists of melody also often make mention of melody’s vocal basis.*

Some definitions are in order: what, exactly, is a melody? And what do I mean by
subjectivity? The former term remains under-theorized in Cone’s work, and in any case, any
definition of melody is necessarily heuristic and incomplete. There are, however, certain
qualities that a melody reliably possesses within Western music, which allow it to be defined and
located within a musical work: a relatively pure tone, a gradually changing contour devoid of
leaps much larger than an octave, a range limited to typical vocal range (roughly centered within

the bass and treble clefs), phrases that last less than the length of a breath, gradually changing

%0 Rousseau, Essay on the Origin of Languages and Writings Related to Music, 7:318.

“'1bid., 7:321.

*2 Harold Powers claims that “Insofar as melody is concerned with coherent successions of pitch, it is ultimately
vocal—directly or in indirect instrumental extension;” Gino Stafani, that “What everybody sings or whistles is,
without doubt, melody;” Philip Tagg, that melody is “easy to recognize, appropriate and to reproduce vocally.”
Harold S. Powers, “Melody [fr. Lat. Melodia, Fr. Gr. Meloidia, Fr. M... - Credo Reference,” Harvard Dictionary of
Music (Cambridge, Mass.: Belknap Press of Harvard University Press, 2003),
http://search.credoreference.com.proxy.uchicago.edu/content/entry/harvdictmusic/melody fr lat melodia fr gr me
loidia_fr melos/0?searchld=7c6c20d5-7900-11e5-b548-0e37d1c87205&result=1; Gino Stefani, “Melody: A
Popular Perspective,” Popular Music 6 (1987): 23; Philip Tagg, Everyday Tonality: Towards a Tonal Theory of
What Most People Hear (New York: Mass Media Scholars’ Press, 2009), 57.
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rather than terraced dynamics, varied rhythms slow enough for a voice to capture, and generally
smooth articulation.* These markers allow us to recognize the melody—and the song—in
Mendelssohn’s Songs without Words (1829-1845), which are also songs without voices.

Example 1-1 shows the short introduction and first phrase of Op. 19, No. 1:

Andante con moto. cuntabile >

Example 1-1: Felix Mendelssohn, Lieder ohne Worte, Op. 19, No. 1

The melody in this excerpt is difficult to mistake—all of the markers listed above serve to
distinguish it from its accompaniment: the cantabile marking over the melody asks the performer
to articulate smoothly and clearly (literally to sing); the contour enacts a gradual fall/sudden leap
pattern several times; the range is well within a soprano register; the phrase can be comfortably
sung in a breath; “walking” quarter notes are interspersed with occasional longer and shorter
rhythms with the accented fourth beats also adding rhythmic interest; and finally, Mendelssohn
doesn’t write in dynamics, but there are phrase markings over the sub-phrases that suggest
them—in nineteenth-century practice, the dynamic swells implied by the melodic line were too

self-evident to bother notating.

* These guidelines are consistent with those of two authors who have attempted to define melody as a stable entity:
see Tagg, Everyday Tonality: Towards a Tonal Theory of What Most People Hear, 57-58; Stefani, “Melody: A
Popular Perspective,” 24-28.
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For the sake of comparison, I turn to an example from the heyday of serialism. Pierre
Boulez’s Structures, Book 1a (1951-52), is a piece (in)famous for its “total serial” structure—

»* What is so radical about the piece,

David Metzer calls it the “bogeyman of 1950s serialism.
and what probably contributed more than any other feature to its infamy, is how it actively
discourages the kind of melodic hearing and performance that is so foundational to Lieder ohne
Worte. It does so in a discursive as well as auditory way: even its title echoes the emphasis on
structure, rather than utterance, found in the thought of Rameau and Stockhausen. In Example 1-
2, a cantabile marking is nowhere to be found, and the contour, rhythm and dynamics are all so
jagged that they obliterate any traditional sense of phrasing or continuity and furthermore make it
impossible to distinguish melody from accompaniment. This is a piece made for fingers, not for

vocal cords either real or imagined; it’s as difficult to imagine a voice or voices performing an
9

part of this piece as it is easy to imagine a voice singing Mendelssohn’s melody.

* David Metzer, Musical Modernism at the Turn of the Twenty-First Century (New York: Cambridge University
Press, 2009), 19. Catherine Losada shows how some of Boulez’s most complex and abstract-seeming techniques are
in the service of practical musical control and large-scale form in C. Catherine Losada, “Complex Multiplication,
Structure, and Process: Harmony and Form in Boulez’s Structures 11,” Music Theory Spectrum 36, no. 1 (June
2014): 86. Ben Parsons shows that the early reception of Structures 14 was based more on the catastrophic sound of
the piece than its formalist design(s) in Ben Parsons, “Sets and the City: Serial Analysis, Parisian Reception, and
Pierre Boulez’s Structures 1a,” Current Musicology, Fall 2003, 53—-79.
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Example 1-2: Boulez, Structures 14, opening

These examples are deliberately unambiguous; the works we will encounter in the
following pages are far less so. In fact, in the next section I suggest that modernist composers
actively reject traditional modes of representing vocality, even as vocality itself remains essential
to their aesthetics. This dissertation explores voices that don’t sing; instruments that do; singing
that comes from a speaking voice; melody that comes from a mass texture; singing, melody, and
voice that are obstructed in a stunning variety of ways. One interesting corollary of the
discussion that ensues is the idea that Boulez’s Structures 14 has as much to do with voice as
does the Mendelssohn, although here voice acts as a silent partner, a negative factor. In any case,
it will be helpful to keep in mind that in the Western aesthetic tradition, both a melody (even in

altered form) and a literal voice can serve the same function of signaling the presence of a
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musical subject. As we tour through these different manifestations of voice and the different
meanings they bear, it will also be useful at times to keep Mendelssohn’s simple phrase as a
point of orientation for the former.

Jacqueline Waeber shows how for Rousseau, the characteristics that define melody
embody an idea of cohesive solidity that is essential to his connection between melody and
subjectivity. Rousseau championed unité de mélodie—"a simple musical principle, that the
melody should be one and that it should have primacy over all other musical parameters.”*’ His
insistence on the dominance of melody has everything to do with how he thinks of subjectivity:

For a Music to become interesting, for it to convey to the soul the feelings it is

intended to excite, all the parts must concur to fortify the expression of the

subject; the harmony must serve only to make it more energetic; the

accompaniment must embellish it without covering or disfiguring it; the bass

must, by a uniform and simple progression, somehow guide the person who sings

and the one who listens, without either of them perceiving it.*

This particular passage refers to vocal music, but it holds true for instrumental music as
well: as Waeber points out, “for Rousseau, even instrumental melody—as a melody—conveys
the remnant of its linguistic sub-stratum.”*’ In both vocal and instrumental writing, a single and
coherent melody is the only way to express a single and coherent subject. Rameau would be the
first to point out melody is not in and of itself unified, and that listening for melody thus involves
an act of simplification. After all, the wonder of the corps sonore is that the entire harmonic

series is contained in a single tone! But it’s an important simplification, and one that most

Western listeners enact automatically.

* Jacqueline Waeber, “Jean-Jacques Rousseau’s ‘Unité de Mélodie,”” Journal of the American Musicological
Society 62, no. 1 (Spring 2009): 81.

* Rousseau, Essay on the Origin of Languages and Writings Related to Music, 7:154-55. Cited and translated in
Waeber, “Jean-Jacques Rousseau’s ‘Unité de Mélodie,”” 82.

4 Waeber, “Jean-Jacques Rousseau’s ‘Unité de Mélodie,”” 109.
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In his discussion of different conceptualizations of human subjectivity, Nick Mansfield
describes a particularly Rousseauian subject, one that is “autonomous and free...authentic and
naturally occurring...the thinking, feeling, agent making its way through the world, giving

% This is the subjectivity

expression to its emotions and fulfillment to its talents and energies.
evoked by melody and voice for Rousseau, but for the composers in this dissertation, subjectivity
is often less straightforward. Rather than carrying a Rousseauian model of subjectivity forward
into an era when it has been undermined by competing models proffered by Freud, Lacan,
Foucault, Deleuze, and others, it will be more helpful to turn to recent theory of voice to
understand how human musical presence is figured differently for each of these composers.

A number of philosophers of voice have explored the possibilities and problems that
accompany the close relationship between voice and body. Perhaps the best-known is Roland
Barthes, who defined the “grain” of the voice as “the body in the singing voice, in the writing
hand, in the performing limb;** Barthes’ association between a voice and body is untroubled by
a Derridean critique of the relationship between voice and presence. Other authors examine
situations where the relationship between voice and body is less straightforward. Brian Kane,
following Michel Chion, looks at the phenomena of acousmatic voices and argues that
concealing the source and cause of a sound reifies it into a sonic object.”’ Perhaps the most

explicit theorization of the relationship between voice and body comes from Steven Connor in

his playful history of the broadly conceived act of ventriloquism. In Dumbstruck, Connor

* Nick Mansfield, Subjectivity: Theories of the Self from Freud to Haraway (New York: New York University
Press, 2000), 51.

* Roland Barthes, “The Grain of the Voice,” in The Responsibility of Forms: Critical Essays on Music, Art, and
Representation (Berkeley: University of California Press, 1991), 276.

% Brian Kane, Sound Unseen: Acousmatic Sound in T} heory and Practice (New York: Oxford University Press,
2014); Brian Kane, “Eight Theses on Sound and Transcendence,” Non-Cochlear Sound, 2010,
http://noncochlearsound.com/?page id=202; Michel Chion, The Voice in Cinema, trans. Claudia Gorbman (New
York: Columbia University Press, 1999).
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describes how when a voice is present, one automatically looks for its source. But Connor also
turns the causal relationship around with the notion of a vocalic body:

The principle of the vocalic body is simple. Voices are produced by bodies: but

can also themselves produce bodies. The vocalic body is the idea—which can

take the form of dream, fantasy, ideal, theological doctrine, or hallucination—of a

surrogate or secondary body, a projection of a new way of having or being a

body, formed and sustained out of the autonomous operations of the voice.”'

Connor’s vocalic body is not necessarily the housing for a stable Rousseauian
subjectivity; it is rather “a body-in-invention, an impossible, imaginary body in the course of
being found and formed.”** As a product of the imagination, vocalic bodies can be super- or
subhuman, earthy or ethereal, powerful or inert, enchanting or grotesque. Carolyn Abbate
prefigures Connor in her discussion of different kinds of musical voices, including those that are
ephemeral and even those that lie: she challenges what is generally “taken as the moral authority
of the musical voice”—another idea inherited from Rousseau.” Vocalic bodies can also be
highly underdetermined, mimetic presences devoid of specific features but nonetheless
indisputably human. Connor’s first example of a vocalic body lies in how a ventriloquist’s voice
seems to animate the inanimate object of his dummy. The dummy’s body in this case is visual
and tangible. But the kinds of bodies made through music, by both singers and melodies, are far
less concrete. They are ephemeral and in some sense ethereal, and they animate music, which
was never quite inanimate to begin with.

To combine the parts of Rousseau’s theories that still hold and the parts of Connor’s that

shed light on Rameau, then, is to say that melody is as capable of forming a vocalic body as is

> Steven Connor, Dumbstruck: A Cultural History of Ventriloquism (New York: Oxford University Press, 2000),
35.

>?Ibid., 36. In her dissertation, Jelena Novak uses Connor’s idea of a vocalic body in order to shed light on recent
operatic practices that seem to dissociate singer and body. See Jelena Novak, “Singing Corporeality: Reinventing the
Vocalic Body in Postopera” (University of Amsterdam, 2012).

3 Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the Nineteenth Century (Princeton: Princeton
University Press, 1996), 19.
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the voice itself. It does so by presenting certain aspects of the voice, above all its perceived unity
and cohesiveness. Again and again in the following pages, composers, critics, and performers
alike link voice, melody, and singing to the presence of a subject—a vocalic body—sometimes
in passing, sometimes in the service of a critical project, sometimes in a careful and rigorous
way. And as we shall see, the bodies each composer presents are vastly different. Nonetheless, it
is this connection, the ability for melody to stand in for voice, and the ability of voice to stand in
for a human ‘body,’ that I would like to call the vocal imaginary of Western classical music.
It’s important to note that the vocalic bodies produced by melody, voice, and singing in
this dissertation do not bear a direct relationship with the bodies of the composers. They are
rather bodies that composers have invented: imaginary, fantastical bodies that fulfill some kind
of desire. But what kind of desire? Another way of asking this question is, what is the
relationship between the composing subjects in this dissertation and the musical subjects they
produce? Edward Cone struggled with the relationship between a composer and her musical
subjectivities in the Composer’s Voice and afterward,” at times theorizing them as fairly distinct
and at times collapsing them into a monolithic and all-encompassing “composer’s voice.””
Although in many ways Abbate’s Unsung Voices is a direct descendant of Cone’s, she dismisses
the idea of a unifying composerly subjectivity outright: “what I mean by ‘voices’ are potentially
multiple musical voices that inhabit a work—not the creative efforts of the historical author, or

even the utterance of a virtual author.”>®

>* Cone uses male pronouns in The Composer’s Voice whenever he describes the act of composition, and although
this was standard grammatical practice at the time, his gendered view of composition certainly affects his analysis in
ways both subtle and overt. This is fodder for a separate project on gendering composition, but for now, I’ve simply
chosen not to follow suit.

>3 A collection of responses to Cone published more than a decade later show that the relationship between
composer and musical subject is by no means resolved for even Cone’s most sympathetic readers. See Fred Everett
Maus et al., “Edward T. Cone’s ‘The Composer’s Voice’: Elaborations and Departures,” College Music Symposium
29 (1989): 1-80.

36 Abbate, Unsung Voices, Xx.
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Abbate is more in alignment with the composers in this dissertation, who all claim a
human presence behind their music but also make no move to link that presence to their own
subjectivity. Composition itself, then, is not a vocal act—the composers do not speak through
their music, and their music does not ‘envoice’ the vocalic body of the composers in any direct
way. The vocalic bodies in their music are, rather, brought about through an act of mimeticism.
The status and definition of mimesis has been highly contested since at least the classical era;
Plato articulates a new conception of art as representational, or imitative, which raises important
questions about the value of art. In book ten of 7he Republic, he famously describes three kinds
of couches: the first is the idea of a couch and made by a god, the second is a material version of
the god’s couch and made by a craftsman, and the third is an imitation of the craftsman’s couch
painted by an artist. Art is thus a poor echo, “twice removed” from the god’s couch, similar only
in appearance.’’ Unlike Plato, Aristotle believes that art operates independently from reality.
This distance is what allows people to learn and achieve catharsis from drama, for instance. As
Matthew Potolsky summarizes, “the fictional distance inherent in mimesis allows a glimpse into
the universal qualities of human life that are revealed by particular actions and
characteristics...the material form for mimesis is part of what makes it both enjoyable and
potentially educational.”® I suggest that the kind of mimesis to which these composers aspire is
more Aristotelian: they see their music as evoking a human subjectivity that is universal rather
than particular. Sciarrino articulates this separation between himself and his musical subjects
perhaps the most clearly:

In Western culture, artistic language is supposed to express the artist's

subjectivity. He says: 'This is what I feel, and I pass these feelings on to you.' But
I see it differently. I do not say: 'These are my sounds,' but rather: "These are

37 For a brief and accessible introduction to Plato’s notion of mimesis, see Matthew Potolsky, Mimesis, The New
Critical Idiom (New York: Routledge, 2006), 15-31.
> Ibid., 37.
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sounds I find exciting. And you, what happens with you?' My sounds are not

simply sounds but rather signals. They are signals of communication between

people; they refer to the environment, to human activity, to day and even more to

night—to reality in general.”

Sciarrino’s sounds are signals of communication rather than the communication itself.
The feelings are not “passed on” from composing subject to listening subject; rather, the
listening subject bears witness to the fact that feelings are present. In this sense his sounds are
deictic, pointing gestures that communicate a that rather than a what—we know that a subject
vocalizes, but not what it says. An illuminating parallel arises between this model of musical
communication and what Mladen Dolar describes as the relationship between voice and
meaning:

What singles out the voice against the vast ocean of sounds and noises, what

defines the voice as special among the infinite array of acoustic phenomena is its

inner relationship with meaning. The voice is something which points toward

meaning, there is like an arrow in it which raises the expectation of meaning, the

voice is an opening towards meaning. No doubt one can ascribe meaning to all

kinds of sounds, yet they seem to be deprived of it “in themselves,” while the

voice has an intimate connection with meaning, it is a sound which seems

endowed in itself with the will to “say something,” with an inner intentionality.®

For Dolar, voice points to meaning, and further to a “will” behind this meaning. For
Sciarrino, his own music similarly points to “human activity.” Sciarrino’s sounds point to
communication without necessarily communicating, and according to Dolar, the presence of
voice can play the same deictic role. This characteristic is what makes it possible to distinguish

sound from noise, meaning from insignificance, human from inhuman, and it also allows these

composers to think of their music as containing subjectivity that is not their own.

> Neue Vocalsolisten Stuttgart, 12 madrigali. Liner notes, pg. 22.

59 Mladen Dolar, “Six Lessons on Voice and Meaning,” in Voice & Void, ed. Thomas Trummer (Ridgefield, Conn.:
Aldrich Museum of Contemporary Art, 2008), 31. Michel Chion makes a similar argument for “voco-centrism” in
Chion, The Voice in Cinema, 5-6.
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Jacqueline Waeber points out that to Rousseau, “to be deprived of any melodic quality
is...assimilated to death.”®' Rousseau wears his aesthetic politics on his sleeve; Cone less so. But
for both of them, the vocality of music is what lends it its fundamentally mimetic nature. Melody
and its vehicle, the voice, are what transform music from a cold and calculated science to a warm
and breathing art. And this judgment resonates with the Darmstadt polemics at the time as well
as contemporary works of criticism like Henry Pleasant’s The Agony of Modern Music (1955).
Pleasants sees little hope for classical music in the twentieth century. Beginning from the
premise that “modern music is not modern and is rarely music,”®* he rehearses the terms of
Rousseau and Rameau’s polemics in his claim that “[the serious composer today] is the
melodically anemic heir of generations of composers whose melodic invention was inhibited by

%3 He describes Wagner’s melodic predilection,

the implicit primacy of harmonic considerations.
on the other hand, as “an effort to get back to human beings, to the naked drama of human life,
and in the concert hall as an effort to get back to a more musical music, uninflated by descriptive

%% The book is poorly argued® and unpleasant in tone, at turns

and philosophical implications.
melancholic and shrill, but it is an example of how a conservative musical critic can deploy the
vocal imaginary to make ethical arguments about the aesthetic decision of whether to write a
melody and/or use a voice.

When I began this project, I expected to find that modernist composers ascribed to the

structuralist call for autonomous music as exemplified by Boulez and Stockhausen in the 1950s;

I expected them to say that being human was no longer a concern. But as I excavated statement

1 Waeber, “Jean-Jacques Rousseau’s ‘Unité de Mélodie,”” 114.

52 Henry Pleasants, The Agony of Modern Music (New York: Simon and Schuster, 1955). It is in response to this
work that the title of Arved Ashby’s The Pleasure of Modernist Music was chosen.

% Ibid., 111.

*Ibid., 115.

% For instance, Pleasants argues that jazz practices are more relevant than classical because they don’t focus on
harmony—it’s difficult to justify an argument that rests on the premise that jazz practice as a whole is not deeply
shaped by harmonic concerns.
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after statement that affirmed the importance of human presence in music, I began to see that it is
not that these composers try to disengage from the voice; their discussion of music is flooded
with voice and melody, as their music itself, after a fashion. It is more that they are experiencing
a crisis of voice and vocality. They all seek the human through voice and/or melody, although
they also all reject its traditional musical form of Mendelssohn-like melodies (either sung or
performed instrumentally). They worry about voice and melody constantly: how to use it, when,
where, in what form? One way to talk about this fraught relationship with the voice is to talk

about modernism, and specifically a modernist reception of the vocal imaginary.

Post-serial modernism

Since its birth, music is connected to a need to
express a certain subjectivity by an
insurmountable convention. It stands in the way
of the external world’s raw sonority just as a
sensitive soul stands in the way of the universe’s
insensitivity.
-Milan Kundera®®
In Metaphysical Song, Gary Tomlinson borrows terms from Kant in order to articulate a
modernist crisis around the voice. Kant posited that there are a priori aspects to a soul that help it
make sense of sensory experience: notions such as time and space that fundamentally frame and
condition our understanding of the world around us. He called these categories phenomena.
Phenomena are what enable us to approach noumena, or objects in the world as they exist
outside of our subjective understanding. Noumena thus exist only as an outer limit, something

that we seek but can access only partially and imperfectly through phenomena. In Chapter 2, I

will elaborate on the historical relationship between music, voice and noumenon. For now,

% Milan Kundera, “Postface: Total Rejection of Inheritance Or, Who Is Iannis Xenakis?,” in Performing Xenakis,
ed. Sharon E. Kanach, vol. 2, Iannis Xenakis Series (Hillsdale, New York: Pendragon Press, 2010), 373.
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suffice to say that since the time of Kant, music—and especially voice and melody—has been
lauded for its supposed ability to reach beyond the phenomenal and toward the noumenal. This is
captured in Mendelssohn’s famous remark that

People often complain that music is too ambiguous...with me it is exactly the

reverse...the thoughts which are expressed to me by music that I love are not too

indefinite to be put into words, but on the contrary, too definite...if you ask me

what I was thinking of when I wrote [the Songs without Words], I would have to

say: Just the song as it stands...only the song can say the same thing, can arouse

the same feelings in one person as in another, a feeling which is not expressed,

however, by the same words."”’

This association between voice and noumenon is especially evident in Lacanian
approaches to the voice; Tomlinson accounts for the Lacanian designation of voice as objet a, an
impossible object of desire, as simply “another figuration of Kant’s noumenon.”®® Michel
Poizat’s The Angel’s Cry is a passionate instantiation of this tendency to associate the voice with
the seductively “beyond.” For Poizat it is precisely in the moment when the singing voice

%% \hen the voice effects

“destroys” speech, where language is “superseded by the cry,
Jjouissance through the devastation of the symbolic order and the resulting glimpse of something
beyond it—something noumenal. Mladen Dolar’s 4 Voice and Nothing More is the most
comprehensive attempt to expand and articulate a Lacanian notion of the voice to date. In this

monograph as well as his close reading of Kafka’s short story “The Burrow,””’

Dolar develops
what he calls a “third level” of voice that operates independently from “the voice as the vehicle

of meaning [and] the voice as the source of aesthetic admiration:” “an object voice which does

not go up in smoke in the conveyance of meaning, and does not solidify in an object of fetish

87 Cited and translated in R. Larry Todd, Nineteenth-Century Piano Music (New York: Routledge, 2004), 193.

% Gary Tomlinson, Metaphysical Song: An Essay on Opera (Princeton, N.J.: Princeton University Press, 1999), 85.
For a lucid and concise summary of the voice in Freudian and Lacanian psychoanalytic traditions, see Alice Lagaay,
“Between Sound and Silence: Voice in the History of Psychoanalysis,” Episteme 1, no. 1 (2008): 53—62.

%9 Michel Poizat, The Angel’s Cry: Beyond the Pleasure Principle in Opera, trans. Arthur Denner (Ithaca: Cornell
University Press, 1992), 37.

7 Mladen Dolar, “The Burrow of Sound,” Differences 22, no. 2-3 (January 1, 2011): 112-39.
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reverence, but an object which functions as a blind spot in the call and as a disturbance of

7! The operatic voice, he says, highlights this third level by reversing the

aesthetic appreciation.
hierarchy to “let the voice take the upper hand, let the voice be the bearer of what cannot be
expressed by words,” while still needing language it order to “reveal its beyond.”"?

As Tomlinson sees it, the problem modernist composers face is that this reach for the
noumenon through the voice has been captured in a representational system—that one evokes the
idea of the noumenon only through the phenomenon. In other words, the practices by which
composers illustrate the reach for the noumenal have themselves been brought into a phenomenal
system of representation. Tomlinson argues that modernist composers seem “unable to
materialize noumenal magic without relying on forces that, all told, falsify material presence.””
This contributes to the “taint of bad faith that surrounds the conservative Puccini”: his music still
trades on “climactic, overwhelming moments of vocal force...[that] harken back to an era when
the noumenal cry seemed plausible.””* Tomlinson’s conclusion is gloomy: “for the first time in
long epochs of operatic song, doubt arises whether the voice can sustain metaphysics anymore at
all.”” But the composers in this dissertation don’t share this pessimism, this doubt that music
can no longer reach for the noumenal through the voice. On the contrary, they see it as perhaps
the best vehicle to do so—but only when approached in the correct way.

Much of the recent voice scholarship productively elucidates the very contingency
mourned by Tomlinson’s modernists. In her 2014 review on literature surrounding the voice,

Weidman advocates the analytical category of “ideologies of voice,” where the voice is thought

of as a culturally constructed category that dictates

"I Mladen Dolar, 4 Voice and Nothing More (Cambridge: The MIT Press, 2006), 4.
" Ibid., 30.

7 Tomlinson, Metaphysical Song, 147.

™ Ibid., 149.

7 Ibid., 156.
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theories of the relationship between vocal quality and character, gender, or other

social categories; where the voice comes from,; its status in relation to writing and

recorded sound; the relationship between the voice and the body; what constitutes

a “natural” voice; and who should be allowed to speak and how.”®

In contrast to the psychoanalytic approach to voice, which tends to generate timeless
absolutes, a large and growing number of authors, including Tomlinson, have sought to
deconstruct the idea of the voice as natural and show its historicity. Jacqueline Waeber, for
instance, situates Rousseau’s “unité de mélodie” within pervasive “notions of unity and
simplicity in music that were well established in eighteenth-century France”;”” Lydia Goehr
follows Rousseau’s ideas through their nineteenth-century reception and revival by Wagner in
particular and shows how this plays out in the context of debates about musical autonomy;”®
Nina Eidsheim directly challenges the Rousseauian assumption “that vocal timbre is an

unmediated reality of the body””

and shows how voice is performed and received as gendered
and racialized. The foregoing are all concerned with Western notions of voice, and especially
illuminating are recent anthropological approaches to non-Western ideologies of voice, including
Tomlinson’s The Singing of the New World,* Nicholas Harkness’ Songs of Seoul,®" and many
others that are gathered in Weidman’s impressive bibliography.®

I have no stake in a claim that the voice can act as a vehicle of the noumenon in any

objective or non-historical sense. But I think the composers in this dissertation do have such a

stake, and make such claims, and I take them seriously as a means of understanding their music.

7% Weidman, “Anthropology and Voice,” 45.

" Waeber, “Jean-Jacques Rousseau’s ‘Unité de Mélodie,”” 89.

"8 Lydia Goehr, “The Quest for Voice,” in The Quest for Voice: On Music, Politics, and the Limits of Philosophy
(Berkeley: University of California Press, 1998), 88—131.

7 Nina Sun Eidsheim, “Voice as a Technology of Selfhood: Towards an Analysis of Racialized Timbre and Vocal
Performance” (Doctor of Philosophy in Music, University of California, San Diego, 2008), 1.

% Gary Tomlinson, The Singing of the New World: Indigenous Voice in the Era of European Contact, New
Perspectives in Music History and Criticism (Cambridge, UK: Cambridge University Press, 2007).

8! Nicholas Harkness, Songs of Seoul: An Ethnography of Voice and Voicing in Christian South Korea (Berkeley:
University of California Press, 2014).

%2 Weidman, “Anthropology and Voice,” 47-51.
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Indeed, I would argue that understanding the “vocal imaginary” outlined above and its ability to
engender presence and a noumenal reach greatly enriches an understanding of modernist music.
In so doing, I take a stance that Steven Connor calls “abjured avowal,” which acknowledges the
power of commonplace musical conceptions of the voice while also remaining fundamentally
skeptical about their claims to truth and reality.*® All of the composers in this dissertation are
dealing with the paradox of the vocal noumenon, or a conviction that it is inadequate to signal a
reach for the unknown through gestures that are at best part of an established contract with their
listeners and at worst hackneyed and deceptive. They all take on the voice gua noumenon as a
problem in which they have a strong ethical stake, and see vocality as foundational to their
compositional aesthetics. Their belief in the vocal imaginary, or music’s ability to become in
some way human through voice and melody, is thus complicated by the conviction that in order
to be truly human, music must reject the vocal imaginary as it currently sounds and signifies in
classical music. To this point, I have been referring to all of these composers as modernists. It is
now that I would like to consider the work that designation can do in illuminating a set of shared
vocal ethics that nonetheless manifest in a remarkable variety of ways. There are two definitions
of modernism that help determine the scope of this dissertation: the first speculative and abstract,

the second historical and largely heuristic.

Defining modernism (1)
In this definition, I’d like to focus on modernism’s ethical mandates: what, and
wherefore? Many theoreticians of musical modernism, most notably Daniel Albright and Richard

Taruskin, identify it by technical and stylistic innovation; Albright summarizes it as “a festing of

% Steven Connor, Beyond Words: Sobs, Hums, Stutters and Other Vocalizations (London: Reaktion Books, 2014),
14. Castoriadis identifies two kinds of societies: in a heteronomous society, imaginaries are fixed, whereas in an
autonomous society, they are open to change and reappropriation. See Gaonkar, “Toward New Imaginaries,” 8-9.
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the limits of aesthetic construction,”* and Taruskin, less generously, accuses early modernists of
“representing art as divorced from the social world, subject only to internally motivated stylistic

%3 In this account, often found in textbooks, modernism is defined by its methods: most

change.
often a break with tonality and pulse.*® First of all, this description fails to account for the break
with melody with which this dissertation is concerned. Second, it gives a rather pallid view of the
ethics driving modernist composition, even as it might describe well the result of those ethics. A
few scholars working from a techno-centric definition of modernism have attempted narratives
of the voice in new music that focus on novel compositional techniques (often these accounts
begin with Schoenberg’s Sprechstimme). Istvan Anhalt, for instance, gives a kind of taxonomy of
extended vocal techniques, including marginal sounds such as coughing, strange text-setting, and
the blending of voice and electronics.®” James Wishart creates another technocentric account,
pursuing text-setting in particular.®®

While these narratives certainly capture important aspects of modernist music, Anhalt
and Wishart leave the question of “wherefore” largely unanswered. In Ben Earle’s clever
formulation, “surely modernism amounts to more than keeping up with the latest technical
developments. Better: technical developments amount to more than novelty.”® I find that a

definition of modernism that locates it within the ethics of composition rather than its products or

processes, that sees it as a practice rather than a product, yields a richer and more historically

% Daniel Albright, Modernism and Music: An Anthology of Sources (Chicago: University of Chicago Press, 2004),
11. Emphasis his.

% Richard Taruskin, The Oxford History of Western Music, vol. 4: The Early Twentieth Century (New York: Oxford
University Press, 2005), 4.

% Christopher Williams takes issue with techno-essential historiography in his review of Robert Morgan’s
twentieth-century music textbook in Christopher Williams, “Of Canons & Context: Toward a Historiography of
Twentieth-Century Music,” Repercussions 2, no. 1 (1993): 31-74.

87 Anbhalt, Alternative Voices, 3-21.

% Wishart, “Breaking Up is Hard to Do.”

% Ben Earle, Luigi Dallapiccola and Musical Modernism in Fascist Italy, Music since 1900 (Cambridge: Cambridge
University Press, 2013), 15.
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grounded means of musical analysis. Jonathan Flatley’s work on the melancholic motivation of
modernism is a particularly rewarding framework through which to understand the works
discussed in this dissertation.

Following Walter Benjamin, Flatley defines modernism as a melancholic response to
modernity. Modernity, with its advent of “urbanization, industrialization, colonialization and
imperialism, modern warfare, the invention of ‘race,’ the advent of the modern commodity and
mass culture, the emergence of modern discourses of gender and sexuality, and the

% constitutes a “loss that cannot be mourned.””! Melancholy

pathologization of homosexuality,
happens as a result of this inability to mourn, in moments where the political becomes personal,
and is experienced as a shared reaction to the shared phenomenon of modernity. But the
melancholy that begets modernism is not of the depressive and paralyzing kind—rather, it serves
as “a way to be interested in the world,””* and also a way to process the experience of modernity
through what Flatley calls an “affective mapping.”

An affective mapping is a way of transforming a political problem “that may have been
previously invisible, opaque, difficult, abstract, and above all depressing...into one that is

interesting, that solicits and rewards one’s attention.””>
9

It makes the problem legible, first and
foremost to the person creating the map. A necessary step in affective mapping is self-
estrangement: “[m]y own emotional life must appear unfamiliar, not-mine, at least for a moment,

if T am to see its relation to a historical context.””* And alienation is certainly a recurring feature

in commentary on musical modernism, seen not least in Adorno’s oft-pronounced edict that

% Jonathan Flatley, Affective Mapping: Melancholia and the Politics of Modernism (Cambridge: Harvard University
Press, 2008), 3—4.

’!bid., 9.

2 Tbid., 2.

 Ibid., 4.

*Ibid., 6.
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music should make a listener feel keenly the imperfection of her world: “the dissonances that

frighten [an audience] speak of their own situation.””

Nicholas Reyland also uses a definition of
modernism that emphasizes “alienation, memory and mourning” in order to argue for
Lutostawski’s inclusion in the modernist canon.”

There are two conditions of modernity that seem to be particularly addressed and mapped
by the continual renegotiation of the voice evinced by modernist composers. First is the advent
of capitalism, of mass production, of commodity culture. Sciarrino, Reich, Xenakis, and
Lachenmann all see the voice as a manifestation of singularity and resist its induction into any
kind of ordering system. Second is the scientism and rationality of the twentieth and twenty-first
centuries and resulting demystification. For all of them, the voice remains a stronghold of
mystery, of that-which-cannot-be-known in the midst of a world whose genome is increasingly
fathomed. The very thing that is undertaken in a modernist affective mapping of the voice, then,
is the voice’s resistance to mapping.

That brings the story back to Tomlinson’s modernist crisis of the voice: it has been
caught up in a representational system where it becomes standardized and known, and one must
alienate oneself from the voice in order to understand and ultimately transcend this situation.
Entities like the voice that have the status of naturalness or inevitability must be questioned,
revealed as constructed. Only then can the kind of productive melancholia Flatley describes take

place, as the voice is refigured as singular and mysterious once again. Adorno often discusses

this kind of musical affective mapping; it receives special attention in his late essay “Vers une

% Theodor W. Adorno, Philosophy of New Music, trans. Robert Hullot-Kentor (Minneapolis: University of
Minnesota Press, 2006), 11.

% Nicholas W. Reyland, “The Spaces of Dream: Lutostawski’s Modernist Heterotopias,” Twentieth-Century Music
12, no. 1 (March 2015): 37-70. Theories of melancholic modernism have been most often used in work on
Neoclassicism: see Tamara Levitz, Modernist Mysteries: Perséphone (New York: Oxford University Press, 2012);
Jonathan Cross, “Paradise Lost: Neoclassicism and the Melancholia of Modernism,” in Rethinking Musical
Modernism, ed. Dejan Despi¢ and Melita Milin (Institute of Musicology, 2008), 55—64.
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musique formelle.” For Adorno, an informal music is an ideal, a moving target whose trajectory
is set when a theory of music is “able to think beyond its own limitations, to reach further than
the end of its nose.”” It is an impetus toward disruption, toward chaos, toward the unknown:
toward the noumenal. Although he doesn’t touch on issues of voice or melody specifically in this
essay, Adorno does meditate upon how subjectivity is conveyed in music. The old forms of
expressing subjectivity inherited from Expressionism, he says, are now “irretrievably obsolete:”

In the tradition of Western nominalism art had always imagined that it could

locate its enduring core and substance in the subject. This subject now stands

exposed as ephemeral. While it behaves as if it were the creator of the world, the

ground of reality, it turns out to be what the English call a “fake,” the mere

trappings of someone who gives himself airs, sets himself up as something

special, while scarcely retaining any reality at all...Impossible though it be to

conceive of music, or indeed any art, as bereft of the element of subjectivity, it

must nevertheless bid farewell to that subjectivity which is mirrored in expression

and hence is always affirmative, a form of subjectivity which Expressionism

inherited directly from neo-Romanticism. To that extent the situation is

irreconcilable with the position of classical Expressionism in which expression

and the individual were unproblematic features of music.”

For Adorno, the curtain has been pulled aside, revealing the mystical categories of
musical subjectivity and expression to be technical, “fake,” conventional—phenomenal. Melody
and voice, those media through which “individuals™ have so often found “expression” in music,
must surely be affected by this revelation. I would suggest that the concept of musique informelle
offers a kind of affective mapping, a way that Adorno and his followers process and make
productive a melancholia about modernity. And it is this constant reassessment of the known, of

techné, that distinguishes them from Wagner, who seems to truly believe that a prelapsarian

voice can be reconstituted.

" Theodor W. Adorno, “Vers une musique informelle,” in Quasi una fantasia: Essays on Modern Music (Verso,
1998), 272.
** Ibid., 280.
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In his discussion of the concept, Max Paddison points to the same kind of alienation that
Flatley described as necessary for affective mapping, describing musique informelle as “a multi-
faceted concept that enables us to see things from different and unusual angles and in a new and
unfamiliar light. In other words, it alienates or estranges our thinking about form.” David
Metzer also identifies a moment where the immediacy of musical expression came under
scrutiny. He claims, however, that since 1980 the need to be alienated from modes of musical
expression has abated, and that composers since that time are more willing to unproblematically
establish “a line of communication between the work and listener in which the clarity and force
of the expressive gestures have the music strike the listener in immediate and absorbing
ways.”'* The examples he gives, however, are anything but direct: he follows Alastair Williams
in pointing out that Wolfgang Rihm and the other so-called “Neo-Romantics” do not so much
borrow as construct the materials used to communicate inner experiences and, in remaking the
materials, they critique both the materials and the promise of such types of communication.”'"!
Even the Neo-Romantics, then, must distance themselves from their materials before
reconfiguring them in what they see as an expressively effective way.

Subjectivity, expression: these markers of humanity in music continue to play an
important role in how modernists think about music. And the voice is the medium, literally the
mouthpiece, of these abstract qualities of presence. A musical voice is singular, just like the body
it stands in for, and yet, it is not necessarily attached to a particular human body. Instead, it

creates a vocalic body that is itself changeable, ephemeral, and noumenal. The vocal imaginary

thus survives this process of alienation, but emerges under different terms.

% Max Paddison, “Contemporary Music: Theory, Aesthetics, Critical Theory,” in Contemporary Music: Theoretical
and Philosophical Perspectives, ed. Iréne Deliége and Max Paddison (Burlington, VT: Ashgate, 2009), 8.
1% Metzer, Musical Modernism at the Turn of the Twenty-First Century, 17.
101 14,
Ibid., 14.
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In summary, I’d like to proffer a working definition of modernism as a melancholic
response to modernity, and adapt Flatley’s framework for thinking of how modernists work
through this response. In the case of Sciarrino, Reich, Xenakis, and Lachenmann, there seems to
be a four-step process: (1) a melancholic response to the commodification and demystification so
central to the experience of modernity, (2) a response to that melancholia that involves affective
mapping, or alienation from and analysis of these aspects of modernity, (3) the consideration of
the voice as potentially resistant or disruptive to these aspects, but not achieving this potential as
it is currently or formerly used in classical music (4) the proffering of a musical “solution”
involving an alternative form of voice that does resist and disrupt commodification and

demystification.

Defining modernism (2)

The above definition of modernism is relatively inclusive, and it makes for unusual
bedfellows. One can certainly find artists in many mediums and traditions working through
issues of modernity via the voice: the voice is repeatedly raised as a problem in the TV series
Glee,'"* Bjork made an album composed almost entirely of voice sounds,'* the use of auto-tune

104

has been hotly debated as well as used in subversive ways since its advent, =~ Demetrio Stratos

began as a pop singer but dedicated much of his short life to exploring vocal possibilities in order

to “wean [singers] off modes of expression which are enshrined in the institutions and culture of
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the ruling classes.” " But for purposes that are largely heuristic, the scope of my study is further
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