
  
Contact :  A  Journa l  for  Contemporary  Mus ic  ( 1971 -1988)  

http://contactjournal.gold.ac.uk 

Citation 

�    

Toop, Richard. 1979. ‘On Writing About Stockhausen’. Contact, 20. pp. 25-27. ISSN 
0308-5066.

brought to you by COREView metadata, citation and similar papers at core.ac.uk

provided by Goldsmiths, University of London: Journals Online

https://core.ac.uk/display/234136544?utm_source=pdf&utm_medium=banner&utm_campaign=pdf-decoration-v1
http://contactjournal.gold.ac.uk


��

���������
	���

���
������� �������������	��

����������

�ǤҮȁǦҮ ǸҮ ëǹéǼҮ  ÃҮòҮ��ň;ɫŊҮ Ҁ�ε�Ү���ɬ�ҒҮ #͋Ү Ȍύĸ]��ҮóҮ
Ɇ͍͌BҮ/̼Ү�ȍ̠D�đҮ;� Ү7D�ĳ�Үώ#$ĦҮ )�Ү��ÿҮҁ��
CſҮ͎ζҮ�
�Ā�2#�>�
ғҮ
�͏Ү ̡�

Ү��Ү�Үd�&��ƀҮ8�5��ҮO��
CҮ@$Ү
���
�Ү*͐���Ү̰Ү�'Ү҂�����ÄҮ
Ȏɇ͑Ѫ�Ү ë�@;�Ү Fô�͒��ɭŖҮ ���# �����# ΞȋƽҮ �	������"
�!�	���#�
�& ×ǴÈ�úÇ�ǑҮéҋf	��Үȅ�)Ѵ$&Ĵ;�'ҮǺ�H0N�Ү �®ǍǊŵǒҮ��Ү
�ȏϏҮ .�ɮ�Ү �цҮ 
õ�zHҮ 7��Ү ϐ͓V�Ү �O͔Ү Ҕ�÷ηҮ ̽É҃Ү ��SҮ �Ȑ�Ү
ϑ�ɏ�� ϒ˃��
'Ү �ϓчc̦DҮ �ɯCҮ /��$
7Ү ȑϔҮ ���Ү ¼�˨�ýĵ�Ү ��CҮ -ɰN�Ү
�ŉ�U�?@
ɱҮ ϕ��½ҕҮ ͕ÃҮ ǽ#͖�|���ϖ$�ŗXҮ ҄iθ̢:Үî˶ɲ��ŘϗҮ Ү ˩�ɳq�Ү
�ɴr
Ү ��Ү 
5Ȓ>�ÍҮ £�Ϙȓ���Ү ͗˄Ү � £�ϙ��Ү �Ү �����

ҖҮ ��Ү �ɵ��ϚҮ ͘˅Ү
�ɶ��2)�R�Ү *̾ƮŒɷ�ń��Ү t�AƁҮ ���ɸҮ ϛ�ι*ĭ��g2�"җ�Ү º��ēϜш��Ү
Ę͙щ�ѵȔ����ǓҮ ѫϝ��˪Ү ȕҮ Z�ŉ	�����Ү�	���
Үi7Үaъ͚�%6b�Ϟx�řϟ«Ү
͛2ăҮ ̱UÅ6�Ү фҘҮ ���Ү ���&�ŚҮ Ψ"��9ҙҮ ͜fҮ ¹�ȖыƂҮ Ɉ�ьҮ �	8Ү 	Ү
����Ү ǧĞ҅Ү <�Ү ñ6YƯҮ Ųï6ɹҮñ�¦Ү]�Ү�6�Ү@<͝%Ү�ıҮ�?/�"'Ү��Ү
FȗɐK�/āśϠҮ эeκV0ÙҮ +�)��Ү Ș&eҮ 	Z���Ү ��Ү șҮ ����$�3Ү �~Ү
·���%�bѬҮ ɺ�Ŝ�ưŶҮ¸8/

ƃҮ;#oҨҮ=��.-�ҚҮE��Үϡ�ğ�Үĉ͞�ҮºҮ.� |Ү�ˆҮ
ɻ¥�?�ɼϢĪ�ɽҮ *�͟�͠��/͡�Ү ǔҮ r#Ү ���ϣҮ Ϥ��˫¿Ү ͢�ĂҮ w��Ү 	��қҮ

6ͣ��Ү�˽rEҮ8�ăҮ ϥ�Ą��Ү�����Ϧ�ĝ�XҮģZҮFȚ�����ŝ¢Ү. Ġ|ҮPġ�ŞюҮ
*�ΟѶ�Ү ț�Ү ͤ¼Ү ѦɁ�
�Ү #�Ү 8��Ү ˘��E6¿�Ү Ħ� C��я]��Ү �ÂҮ �ͥ�ɾҮ
�ͦɛɿϧ#Ү ѷͧ
�̲�ϨҮ ¥�{ɑ�Ү �)ˬ(�Ү ѭl�ˇ�

'Ү ��
̬Ү ��Ү ^���Ү �7Ү
çsvW�DʀÔϩҮ˵Ω�ƱҮ
¹��2Ү���Үcͨͩ|Үˤg�Ϫ�Ү�b�ʁҮ���ƄҮ ǫҮ X�^ΪÁ��ʂ�Ү���8Үϫ��ʃҮĢĊҮ

Ft�	�U�ÕϬҮ ���ąҮ ϭʄ�£w�Jņʅ�YҮ ���NʆSҮ *�\"Ë0�=�g�R
Ү
ʇҌ���N)ͪ�ÎƲҮ �˷�Ѯ˭�Ү �������;�ˮҮ ʈ� �Å6Ү �ÉҮ ���^ʉҮ P�	Ү
Ȝ"&�ȝ�¦ҮĖ�ͫ¥Үѐ��Ү-�Үҩ/�ĺҮĜ�Үa�È�%��Ϯ52şϯҮ	ѯ#���%ƳҮ��z�_Ү
�?ҜҮĳͬĘÿҮħʊ�)�ͭ�Ү ��ɂ�Ү /2Ү��HҮ*��ҮͮˈҮ��5Ү��̿����ёҮ�����Ү
�Ү�ͯ�*̧5ҮÊ�Үҝʋ��^Ү Ͱ7Ү�

Ƣ�ÒDϰ��ҮL���À��Үα�ͱ���	�ϱҮ ˙���Ү
ç�����ĆŠϲҮ .	ͲĖҮ �ȞÑ�Ү �Ê�Ò�����Ү�ʌҮ ����Ү ̳'Ү �5ö�0Ү 4�&$Ү
̞� �)Ĉ̜�A¯Ү �3�ϳҮ ͳ�ĄҮ #���ÄҮ 7Υ�Ү ´Gɒ	���Ү mʹҮ ȟҮ ʍ�ŀҮ Ŀ�,�Ү šǵ́B�Ү
�%��$�& �������& �ϴҮ,Үjt��@
ʎҮËˉҮђ���ǕҮ�7Ү#��Ү�Q=ʏ�\��ɓ�Ү͵ˊҮ
9��ʐҮGҮ ÷�Ү�QΫ���ϵ;Ͷ2Ү��Ү�	������§ÚҮ ,��ҮҮ λʑ����)
��3)��Ү
҆/E�Ү�6�Ү ����϶/�ͷ�ѸҮ�t����Ү ˋҮ����Ү$Q�N��̀��ÓǛҮ-�#ҮP���Ү
ȠҮ Ϸ������Ү �ȡ%�ҪҮ E�ćҮ ϸô�$Ү ÏҮ $�����Ү ×Ȣ�-�Ĕ�Ү ȣ�Ү ��Ү
u�B�҇���T¿úҮĪ� �Ȥ����ŷҮ�	Үȥ2Ү���ʒ�^���Ȧd
YҮc���ľ�CҮ
Ϲ��{�s�Ү ���άƅҮ ��Ү �6��Ү O)
�ϺҮ ��Ү ���Ү Č��Ү 	IҮ �Ү ϻ��*��Ү
&�īѰ�ϼ�Ү ��Ү ʓQέ
J2ҮŊ��Ү��HҮ*��q¡�Ү��ȧ�XÛҮ ̂#ŢϽҮ����Ү�(��Ү
�6�Ү.W�hҮ�ȨϾҮ ̃ѓϿҮɜ��5��:ҮȂ��Ү�ĥ�HҮЀĠҮd���ЁÀҮO�e�Ү �ʔҮ
�ͺĢėЂҮ ̄�Ү Fó�ͻ�gĆp¡Ү ��Q�Ү ˌ��Ү�Ү Ѓ��=
�Ү �ҍk�Є���	�Ү	7ҮP���Ү
������& �ĶҮ ţɉ}��pÚҮ ȩ Ү ͼ=k~Ѕ��Ү �ÌҮ ą
�����Ү���?*�`İJ�"Ү
ɔ������ІÜҮ  �$Ү �Ì�0�p8Ү f!��Ү ̅EǖҮ ˥��Ү �ûҮ y���¦Ү ò��Ү
̆��Ҏ8ĭ̇�Ȫ@�ҞҮ �ē�ė��ƴҮ ȃ��Ү� ���Ү DҮ ҬҮ �yҮ ���σ�«Ү ����Ү ҈���Ү
½ʕø
̈�TҮO��6Ү̴�ķ;�Ү<�ʖҮ ƣ�i�"�Ү�ͽ	hҮ��Үl�;�þҮ ��Ү
�Nє��Ү��Ү
=ʗ&˚Π&�G���lҮ ˛̘�Ĳ�Ү ��CҮ &��Ү.Ϳ~|ĴҮ Ry�5�҉ȫ��Ї�Ү °��Ү�	ѕҮ
ʘ>��¦Ү�����Ү�ȬƆҮĮ���YҮȭ���Ү 0Ү_�Үími�%���0��Ү�ɕ ��ЈÜҮ��Ү
Ȯ�ōҮ@ģ}%Ү��u�ҮJĵҮ̉��ʙ��ʚ�Ү�Ү ȯ�Ү���������/��Ү��Ү��ˣ,���)��Ү
¥	�hŎҮ �����Ү 3%�Ү ���Ү �	Ү S�"�����Ү #�ʛҮ ŋ	��Ү -�[	��Ү
����Ák��u
�Љ�́ĎҮ�dĞ��Ү ��xҮ ˜Ρ
����Ү�fҮ���Ү��ˁ�Ү

ǡË2Ť�Ү )�öđ)�$Ү 7��Ү ��!ĸҮ ����Ү ²Ү RęҮ  =ή~Ĺ��Ү �Ү
ť���ʜ�����,�{	͂ÓǗҮ ��ø8Ү {ĺƇҮ �WҮ #��Ү �2ˍ 
����Ү 	7Ү �Ү ����0�ÖXҮ
]���ĮҮ
/7�ҮÊ�ҮіҮ���Ү�Q*�r���� �Ү[ ��Ү��#�N�ůЊҮ4ġ�%Ү��Ү�����Ү
ÉċҮ 6��Ү ��/ѹ̨Ү�zҮ �K�k�"Ћ���ĶҮ ��Ү ��ŎҮ Ќ����Ƥ����E���
Ү
ʝ�Ѻ�����ʞ�ѧ:Ү Ƿ��ʟҮ R�Ү ���!Ѝ�pЎҮ 4��̣Ү ��Ү .���Ү
u�ї�ʠ��/ɖȰ

`Үû��������ƈҮ�9Ү�Ү �ňx�Ү��V\ЏА�-
�ҮI	�Ү΄�6��Ү
P&��5&ÎҮ �	Ү ���Ү ���Үs0Ү ȱҮ �	���X�Ç�HҮ ˎ	�Ү �"Âƥ��ķ��>��'ßҮ ��Ү

���

��;БҮ �΅��ʡQј�Ү �	�
�ңҮ ī�Ά��ВҮ F����
Ү °�3	�¯Ү Ŧŏµ	��Ү
ħ�·�
5ÙŐҮ (ʾҮ ȉ���<�ȊҮ4����¢ƉҮő���L�A��Ү����Ү4��"�Ү ��h��ÄҮ
9ΈҮ P���xҮ �cK��Ү ����À
G���ƊҮ ³Ү ��>�Ү Г��������Ү  �
'Ү ��Ү
+�����TҮȲ.Ή��Ү�'Д5�Č:Ү 	Ү�Ί�Ɋ3Ү��ҮҊ��
�Ү-�Ү��ʢҮ>�
�CҮ�	Ү
Еȳ`Ү ���Ү ���ЖҮ �ȴ�A�����Ү O��Ү ̊0Ү �,�%]�ďҮ �-���Ү��:Ү�# ��
�
�����# 
���# !� ���# �Ү �RÑ�Ү �	Ү �¼Æ�ɗљ�Ό�Ү ��Ү F������Ү
����˯Ү a�ΣəB�?�З��Ү ��Ү ��
%Ү ȵ-���Ү ���И�ǯ�Ү ¨y<�Ү ,�Ү �)���Ү
���ÐoЙҮ+�GњҮ ;�Ү�<��КҮÐ�Ү::ҮŸǜҮ �̭ŰҮ Æ�Ү �Ү��?mҮ·�	�%���Ү ʣ̓Ү�ҮҫҮ
�Ļ	Ү q2Ү �����ʤЛћ!��Ү ��=!�Ү ĊK�Ү v	�ѻ$&М�3�	��Ү ���Ү Ð(��Ү
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12. . . . and there be eunuchs, which have made 
themselves eunuchs for the Kingdom of Heaven's sake. 
He that is able to receive it, Jet him receive it. 

29. And every one that hath forsaken house, or brethren, 
or sisters, or father , or mother, or wife, or children, or 
lands, for my Name's sake, shall receive an hundredfold, 
and shall inherit everlas.ting life. 2 

The young Stockhausen's persistence in the face of 
implacable opposition is, in itself, one of the minor 
miracles of music history, all the more so in view of 
Stockhausen's relentless self-criticism. At this period the 
concept of each new work as an indivisible whole was 
sacrosanct to him: to criticise details of a composition was 
to question its entire raison d'etre, and rather than touch 
up a few defective details of a new work, he typically 
preferred to rewrite the whole composition. Konlra-
Punkte was subjected to a complete rewrite; the original 
structures of Zeitmasze and Gruppen were torn apart by 
drastic insertions; Klavierstuck VI, the most·complex of 
all the Piano Pieces, was radically rewritten several times 
over. Like all its predecessors, Maconie's book reveals no 
trace of this compositional turmoil; like them, it remains 
overawed by the myth of Stockhausen the Systematist. 
Stockhausen, the least Marxist of the contemporary 
avantgarde, is (or was) the exemplification of Marx's 
single but celebrafed utterance on the subject of Art 
Music: 'Composition is damned hard work.' 

By way of example, let's return to Klavierstuck VI. In 
its original form, it was a discreet miniature lasting 
scarceiy more than a minute. The opening is shown in 
Example 1.3 

Example J 
].aca..43 

\ 

- q P«J.··· .... • 'JW··iJ v..,i.. -·-• 
It wasn't Jong before Stockhausen decided that the 

whole cycle of Klavierstiicke V- X (of which he had only 
completed nos. V-V/11) needed expansion and that 
Klavierstuck ·v1, as the 'baby' of the cycle, was the prime 
candidate. Using a variety of serial criteria which 
probably derive from preliminary work on the wind 
quintet Zeitmasze, he began a drastically revised and 
expanded version of Klavierstiick VI, the starting point 
for which was the same set of serial tables that had 
engendered the original miniature version. The new 
version was finished on about December 3, 1954. A 
couple of days later he wrote to Pousseur: 'Excuse my not 
having answered; I haven't looked to right or left 4 I've 
just worked on my piano piece, which has grown' to 14 
pages and has been finished for 2 days. Phew! that took 3 

subsequent reputation, as being at least an 
'homme moyen sensual', should intensify the substance of these 
thoughts rather than detract from them. Still, if these notions 
recall Wagner's assertion that 'chastity works miracles', cynics 
might be forgiven for remembering Nietzche's response: 
'Wagnerus dixit princeps in castitate auctoritas'. 
3In his _Appendix of uncompleted and/or unpublished works 

says that what I have provisionally described as 
Pieces 5Y2 and 6Y2 relate to KlavierstOcke Vand VJ; they actually 
relate to VI and VII. 

Kontarsky, who first got to know Stockhausen around 
this period, says that it was precisely Stockhausen's remorseless 

of vision that was so striking and, ultimately, 
persuasive. 

months ... l believe it's quite acceptable. I had to hurry 
terribly, because Tudor still wants to play it in New York 
with the others on 16.12. 5 He told me that he could still 
study the piece if he had the manuscript by the 8th. That 
seems impossible to me. Perhaps it's all right for Cage's 
music. where it doesn't matter so much because there's 
much more scope left for ambiguities. Well, we'll see'. 
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p 
Example 2 gives the new opening of Klavierstiick VI. 

Contentment with this new version didn't last long; within 
a few months Stockhausen had decided that the harmony 
was not sufficiently 'sauber' ('clean') and rewrote the 
who!e piece once again. In the process the register 
position of the opening was almost totally inverted (see 
Example 3). 

Example 3 
8-· ___ eoe ______ ----------., 

t 
This version gained sufficient currency in 

Stockhausen's eyes to make its way onto a Vega 
'Domaine Musical' recording played by David Tudor, 
and the opening at least corresponds fairly closely to the 
printed score. But this version, too, was substantially 
recomposed by Stockhausen in 1960, shortly before 
Klavierstiicke V- Xwere finally submitted for publication 
to Universal Edition, and the second half, submitted for 
publication to Universal Edition, and the second half, in 
particular, was decked out with a plethora of additional 
arpeggio figures that occasionally recall Stravinsky and 
even Skryabin. 

Now one can write a perfectly good book on Beethoven 
without so much as acknowledging the existence of 
sketch-books, and simply treating each published work as 
a fa it accompli. The same is true of Stockhausen, and yet 
it seems to me that in both cases there's at least one 
dimension missing if one doesn't make a distinction 
between what a work started out as and what it became. 
This is particularly true of Stockhausen, whose initial 
concept of a work is always very clearly defined, yet who 
frequently manages to stray a sizeable distance from his 
original concept during the course of composition. The 
Klavierstilcke V- X, Gruppen, Zeitmasze and many other 
works from the 50s underwent drastic transformations, 
and these revisions aren't 'exceptions' within 
Stockhausen's compositional make-up: they are an 
integral part of it. Maconie's book, as he says in his own 
preface, is 'a speculative view of the whole of 
)The others being Kfavierstiicke V, Vil and VJ/I, the first two 
pieces being at this stage very different from the published 
versions. 

• 



Stockhausen's creative development Lo the present time'; 
it's a pity, perhaps, that his speculations don't extend to 
the creative process itself. 

And it':, a pity, too, that the necessity to deal with over 
60 works individually in about 300 pages, many of which 
are already taken up with musical examples (not that I 
have any complaints about that: it's one of the book's 
exemplary features), precludes much analytical 
examination of the works, or even a clear description of 
their formal outlines such as one would expect to find in 
any book on the classical, sonata-form orientated 
repertoire. The Stockhausen literature as a whole leaves 
much to be desired in this respect; there a re plenty of 
articles and chapters dealing with technical details but few 
that describe an audible .form. Yet whatever their 
technical complexities, most of Stockhausen's works do 
have such a form, and this audible form is not necessarily 
at odds with the conception of detail. 

Let's take an example: Kreuzspiel. As Maconie rightly 
observes. the piece falls into three main sections. In the 
first the pitches start out in extremely high or low 
registers, gradually fi ll out a seven-octave range evenly 
and then retreat back to the extremes, with the six pitches 
that started out at the top finishing off at the bottom and 
vice versa. The second section reverses the process: the 
pitches start in the central octaves. expand to the full 
range of the piano and then come back to the centre. The 
third section, somewhat less audibly, combines the two 
processes. Maconie never really gets round to describing 
these basic formal processes. Moreover, he doesn't 
mention the reason for using a couple of wind instruments 
alongside the piano, which is that the wind instruments 
have a a narrower range than the piano (more 
concentrated on the central octaves) and that their 
increased use in the composition is always a sign that the 
middle octaves arc being incorporated ioto the register 
form. By the nature of things, Part 11, which starts off in 
the middle register, is dominated by the wind instruments. 
Maconie doesn't explain this; instead he writes: 'In this 
section, Stockhausen's gift of evoking an atmosphere of 
quite touching melancholy ... is clearly apparent.' 
Naturally, chromatic melo.dies written within a range of 
one or two octaves arc likely to be more 'melancholy' than 
thoNe distributed holdly· over seven octaves. But the 
funct ion of these me lodies is a severely formal one; if they 
happen to be 'touchingly melancholy' that's a more or less 
inadvertent by-product of the serial organisation 
(whereas in later works of Stockhausen, expressive effects 
are more consciously sought - and achieved). 

Similarly, if Stockhausen uses number tables, it's for a 
purpose, and if one is going·to mention these tables at all 
one should at least show why they are there. Talking 
about Klavierstiick I, Maconie produces the table given in 
Example 4 and comments: 'The piece is constructed first 
of all on a series of time proportions. expressed in 
crotchet values. I, 2. 3 .... 6. . .. Each note group b 
distinguished by it!) number of attacks. number of notes. 
their range .. .' etc. 
Example 4 

6 5 1 4 3 2113 5 'c 1) 1 4 2 4 +' 

On the positive side, Maconie has (for the first time, as 
far as I'm aware) drawn attention to the 6x6 construction 
of the piece. On the negative side, though, I can't help 
remarking th::it: 

(I) the serial square (which isn't presented as a square, 
though (it should be) is wrong; the correct square is shown 
in Example 5(a). The origin of which is clear enough; 
reading down each column, one always gets the sequence 
l 5 3 2 4 6. i.e. Example 5(b). 

Example 5(a) (b) 2 
1 

2 
1 
6 
5 etc. 

(2) What the duration groups do (apart from creating 
awkward succession of time signatures) is not explained. 
In fact, the 'phrases' created by the series follow the same 
kind of modal structure that Stockhausen had used in the 
Kunkrete Etude and was to use in many other works 
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written in 1953-54, I I 11 I I I , ................. . 
, . ' 

The first bar, for example, belongs to the first type 
(notes enter successively, end together); the second 
bar, with its five silence plus sound divisions belongs 
to the fourth category (Example 6). ' 

Example 6 

ratio of 
silence to 
sound (in f): 5:0 1:4 0:5 3:2 2:3 

t t 
all all 

silence sound 

The almost terrifying technical complexity of some of 
Stockhausen's pieces from the 50s has yet to be revealed 
in print. Maconie describes Klavierstiick VI!! ( 1954) as 
being 'principally organized around a scale of dynamics'. 
In lact. the organisation of Klavierstuck VIII rests on at 
least a dozen simultaneously operative serial levels: two 
for pitches (grace notes and 'main notes'), and the others 
for such things as number of superordinate groups 
(groups of groups) per section, number of groups per 
superordinate group, number of attacks per grace-note 
group, number of notes in each grace-note attack, 
dynamic level of the grace note groups, and ao even larger 
number of specifications for the main notes. 

is inevitable in a pioneering book of this size, there 
are a number of factual errors. I don't have space to 
correct them here, and I should prefer to point out, in 
Maconie's defence, that very many of these errors are the 
result of Stockhausen's distinctly hazy recollections of the 
early ye.ars, rather than negligence on Maconie's part. 
(The discrepancy between Stockhausen's published 
reminiscences of the 195 1- 55 period and evidence 
provided by surviving letters from these years would. in 
itself, furnish H pretty hefty article.) 

At a distance of two years I find myself concentrating 
on the flaws and omissions in Maconie's Stockhausen 
rather than its many sterling virtues. In fact it is a very 
good book, maybe an indispensable one. But as far as the 
Stockhausen literature is concerned there is still a lot to be 
done. Allons-y! 
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