World as noise and representation: Karkowski and Furudate's World as will trilogy





The inexpressible (what I find enigmatic & cannot express) 




perhaps provides the background, against which whatever I 



was able to express acquires meaning. 










Ludwig Wittgenstein, 1931









Where language ends, music begins











Zbigniew Karkowski

I. World as music


The history of the analogies between music and nature goes back to the Pythagorean cults of ancient Greece. The name Pythagoras is associated with the first known attempts in the West  to codify musical scale on a physical basis: the behavior of waves on an extended string and the resulting relationships. According to Arnold Herrmann, music was an ideal mean for the Pythagoreans to test their theories about number and proportion. “They found it an ideal evidential medium, one that allowed them ready access to its most basic constituents- not notes but numbers- and also a gaceful way to express their theories. The original idea of looking to number for universal answers seems to have been hatched by the old sage himself, and it came, we are told, from his study of harmony.”
.


The resulting cosmology followed precise and articulate relations between distances in space and and velocity of rotation between celestial bodies. The Music of Spheres would be a kind of musical scale or chord, constantly sounding, which presence would be imperceptible to us because of our extreme familiarity to it.  As a corollary to this proportionality there is limitation: the Unity that limits and articulates that which was mixed and undifferentiated, thus turning Chaos into Order. “Cosmos meant 'order', 'world order', or an 'ordered world', as opposed to disorder or chaos. Furthermore, for the Pythagoreans the ordering of the world  had a beginning. The cosmos began when a seed of order was introduced into a vastness of disorder- or as described by one scholar, 'the planting of a unit in the infinite.”


As strange as it sounds as a theory, the idea of an analogy between music and the universe conveyed by the Music of the Spheres has entered the imaginary of the West. And this isn't a one way path: not only cosmology can be inspired by music, but music can be inspired by cosmology, reflecting, even if only metaphorically, the consequences of different worldviews: what any particular cosmology would take into account.  Western music proceeded to a selection of its expressive material, shaping finite complexes of sound which are suitable for making music and excluding others that are not. In this context everything which is out of the reach of the system would then be labeled noise as opposed to sound. A first notion of what noise could be appears from this exclution: noise is then characterized negatively, as something that is not countenanced by a particular musical cosmology. 


In a talk I delivered in 2007 in Rio de Janeiro, I continued this by telling the story of contemporary music's increasing grasp for new sound materials, its expansion towards new musical materials, and the way this would have influenced underground cultures such as noise and industrial music that openned themselves to such soundworlds. Zbigniew Karkowski whom was present in the occasion, didn't seem satisfied and objected to me that there was no continuity between western contemporary music's interest in new sounds and noises, and noise music ethos toward musical material and performance. There was a basic difference of attitude between a tradition that, even at its most radical moments and with a few exceptions
, was all about having control of sound whereas noise music was about submitting oneself to sound, and using all that was disposed of by so called music. I could partially cope with that distinction when it comes to looking at Masonna or Incapacitants, for instance. But what about Karkowski's own oeuvre, and his eventual use of the modes of production of western tradition such as the use of notation and the division of labor between composer and interpreter?  One way to understand it would be to differenciate between the instrumental pieces and the more noisy electronic ones, locating that noise atittude on one side of his work. But to adopt that solution would be to not do justice the presence of Xenakis' influence on all of his work, and not to acknowledge a possibly more complex relationship between the noisy informal and contemporary music's formalism. And to passover in silence such works as his and Furudate's World as will series. How to understand the presence of noise among the orchestral ambiance of these works? Inversely, what is the relationship between the western influences and references present in these works and noise as a practice belonging to a different social context?

In other words, and taking advantage of the analogy put forward before between music and cosmos, what would it mean to embrace noise into one's own musical cosmology?


We shall use to our advantage here a possible ambiguity of the uses of the word noise, as both unwanted sound and as sound material for what common usage labels noise music: music that makes use of unwanted or loud sounds, or even sounds that falls outside of western traditional musical conventions. If there is a somewhat sliding use of the term in all these contexts, we believe there's a sufficient family resemblance between those uses we will take advantage of throughout the present paper.

II. Presenting (the) World as Will


World as will in its present state is a series of three records created by Karkowski and Furudate between 1998 and 2009. Bearing a title taken from Arthur Schopenhauer’s magnum opus “The world as will and representation”, these records display a great variety of sound  sources and references, from pure physical deafening noise, to Wagner samples and newly composed orchestral excerpts. World as will didn't appear to be a closed musical project from the start, but a name that was used whenever these two musicians teamed up live or in a studio situation to produce sounds. 

 The tracks of the three records and their respective durations are displayed below.













Duration

World as Will I

1.Consolidated World “Gyouko suru Sekai”

38:24





2. Floating World “Fujou suru Sekai”


10:09

World as Will II

1. Part I






24:19

                                           2. Part II






29:00

World as Will III

1. Mergence






24:41

                                           2. Below the demarcation




07:58

                                           3. Mix White






14:35


The first one is divided in two parts with unequal durations. The titles are evocative. Consolidated World is a collage of clear cut sections with samples from Karkowski's  intrumental compositions.  Floating World  unfolds in one undivided breath and it is based on a violin glissando that pervades the track from beginning to end. 


The second record is divided in two parts of pratically equal durations. The first half mantains the approach found in World as will I, the orchestral samples with saturated textures over the top, with a little twist towards more aggressive sounds. The second half is maybe a piece de resistance of the whole series and it is based also on an orchestral sample- not Karkowski this time, but Wagner- a short loop created out of a passage from Siegfried's Death from Wagner's  Götterdämmerung. 


The  third  record, the most abstract one, is divided not in two parts, but in three,  with the additional difference that tracks two and three are  solo works- Below the demarcation by Furudate, and Mix White by Karkowski. This last one is a  completely instrumental track, performed by the Zeitkratzer Ensemble from Berlin.  The orchestral samples are absent from this third record, that focuses much more in electronic sounding timbres.


In the liner notes for the second installment in the series it is written: “World as will is the English translation of the title of Schopenhauer's famous book  Die Welt als Wille und Vorstellung.  In their [ Karkowski's and Furudate's ] opinion it is Will which keeps creating the World and History, Will creates human Tragedies, causes Chaos and is the primary source of Creation.”


In Schopenhauer's philosophy, everything has a double aspect as Will and as Representations. Representations correspond to the manner in which outside physical objects are given to us in intuition. Will corresponds to that which is beyond the reach of the senses, the dynamic core of everything that is- the thing-in-itself. This twofold aspect of reality is experienced directly via our own bodily experience. We can experience our body as an object among other objects (Representation) or as an agent of willful actions (Will).  Will is then, by analogy, considered as engaging the whole reality, even though we can only access outside objects as representations. Will is at the core of everything, creating and destroying all that is and representation is it's visible aspect. The idea of a thing-in-itself unaccessible to our senses stems both from Kant and Hinduist thought. In Kant's system, our experience of reality is shaped by both the a priori forms of sensibility and categories of understanding. Yet, our intuitions are caused by the thing-in-itself ( noumenon ), which we can't know directly, having imposed on it our own subjective structures of apprehension. Schopenhauer's critique states that there can't be no causality between noumenon and our intuitions, since causal relations belong to our own structures of apprehension. The solution is to consider both appearances and reality as different aspects of the same object, disposing of the causal relation put forward by Kant. The consideration of Reality as being on its very nature One, even if apparently scattered in a multitude of separate entities holds similarity to Hinduist thought, in which a veil of Maya holds us from knowing directly the Truth that stands beyond entities, beyond time and beyond space. In this sense, in Schopenhauer's view the world is not a well-administred rational totality, as in Pythagorean theory, but a scenario of eternal strife and endless longing with Will as the very essence of all there is.

 
The place of music in Schopenhauer's system is a honorable one. Whereas all the other arts strive to copy Ideas (in the platonic sense), that is, representations of entities that are present in the world, music stands apart from them in that it does not copy Ideas, but it conveys an image of the thing-in-itself, that is, of Will. The non-representational character of music is understood then as an advantage over the other arts, for its privileged access to will and not just to the Ideas that are the objectivity of this Will.


It is not our intention to project an exact copy of Schopenhauer's philosophy into the music of World as will, but to take advantage of possible analogies put forward by the title in an attempt to capture some of the referential fabric proposed by these works. It is tempting to see the association with Schopenhauer's philosophy, with it's debunking of rationality as man's distinctive feature, as a distance taken from a rational cosmology and it's world of – literally, as in ratios- rational relations. 


The use of philosophical concepts as an imaginative device is not new to Furudate's work in particular, nor is the use of orchestral samples from the western tradition. For instance, his 1995 record Autrement qu'être, which takes its title from a Lévinas book, features samples from Wagner and Schoenberg, among others. In a personal communication with me Furudate addessed this taste for making these play of references and long ranging associations: “I like to make tricks and traps through some texts and artworks.Those words and images will add some strange connotations to listeners.” 


III. Images and resonances


The artworks take these associations further. In World as will I a swastika is displayed on the cover, inviting comparison with the use of same imagery by industrial artists during the seventies and eighties. Throbbing Gristle, for instance, used a photography of Auschwitz as the logo of Industrial Records, along with the motto “Music from the Death Factory”. Industrial's use of controversial imagery may respond to both a will to schock an audience with unacceptable images, and an ethics of unrestricted access to information. The two aspects seem actually intertwined in that by enabling access to such information one does not know whether an adherence to such ideals is implied or if only a neutral treatment of information is in place. Industrial would intentionally draw its power from this particular ambiguity, proposing participation of the audience into shaping what they think the groups stand for. This is consistent with the concept of Information War, that was put forward by William Burroughs, in that not only information gets spread but it is used to destroy common assumptions about such subject matter. Zbigniew Karkowski comment on his use of such imagery: “ambiguity is good because it makes people think.” And he states that all three artworks for World as Will come from Sake labels, thus inverting Industrial's ethos: not controversial imagery presented as neutral information, but a found object from everyday life presented as controversial information. 


Such artwork has a supplementary function in the symbolic economy of World as will. It stands strategically to the very history of the concept of will before and after Schopenhauer. We can find its influence above all on the works of Wagner and Nietzsche.  Wagner's music drama could be easily misunderstood as a degradation of music's powers, putting it under poetry's service. This impression disappears as we think of the relationship of Wagner's project with the Greek drama, in which a threefold structure comprised of poetry, dance and music is put into place. In this threefold structure it is music that holds everything together, offering a means for everything to communicate into a bigger whole. Thus, music holds its preponderant place as something which aims further than the other arts, enabling ccontinuity between that which was discontinuous. This experience of continuity, or holding together, or even of dissolution of boundaries is also present in Nietzsche's work, The Birth of Tragedy. In this text, an interplay between two forces is brought forth: Apollo as a force of individuation, appearance, representation, form; and Dionysos as a force of dissolution, of no-boundaries-ness, of will perhaps, of formlessness. The greek tragedy is defined as the place this opposing forces were brought together. Later in Nietzsche's work, Will is defined somewhat similarly to Schopenhauer as a cosmic force. Everything is driven by the Will to power and it would be philosophy's task to open the way to the affirmation of Will in detriment to metaphysics (and christianity's) denial of life. 


The Swastika is an ancient symbol present in Eastern cultures and was used, as we know, by the National Socialist Party of Germany. Therefore in my opinion it stands as a symbol for both the past and the future of the genealogy that goes from Schopenhauer to Wagner to Nietzsche. As an ancient symbol it is the missing beginning to the series. As the symbol of nazism, it is the missing ending.
  Maybe it stands for the recognition not only of Will as a vital force, but also as a destructive power.  As creator not only of the World, but of  it's very demise.


IV. Between noise and representation.


We read in an interview recently published by Karkowski: 


“To say that we do serious music suggests a probably rigorous scientific approach, whereas, on the other end of the spectre, japanese noise, which isn't a commercial popular music, is a form of expression which is practiced without anyone in Japan either writing one line or formulating one question about the interest in doing it. On one side, method, language and formalisation as work, on the other, the brute experience of a material which makes and remakes works by experimenting with the bruitist informal. Well, in the hard sciences, theory and experience go together. It's like noise was revealing without knowing a split between theory and practice, the inconscient Janus of the classical experience.”


Karkowski talks here about a  distance between contemporary music's reliance on science and notation and the actual practice of making sounds put forward by noise. Yet, it is not a simple opposition to contemporary music's  modes of production that we find in his records and discourse. In his interviews he also talks about a personal tradition inside contemporary music: Xenakis, the Polish school, Scelsi, La Monte Young. The function of notation in the work of these composers is rather unique to each one of them. In Young's case we have tipically a set of rules for improvisation with predetermined frequencies, or a set of musical material  to be combined in real time (The well-tuned piano falls into this later category). In Scelsi, writing is a second moment after the recording of his improvisations at the ondiola, a microtonal organ he used to create his works on improvisationally. In the case of Xenakis and the Polish school there seems to be a more traditional approach to notation, but the sound created by them seems to overcome limitations imposed by the graphic score and we can't retrace easily the score as a picture of the sound heard. The complexity of Xenakis's scores are actually timbre composition: details of a global sound mass and it's unfolding in time. 


In every composer conjured by Karkowski there's a focus on sound, even if notation is present in some way. In his own instrumental work devices  are used for generating loss of control of musical material.  Softwares such as Patchwork are consciously misused for creating surprises, things not imagined by the composer beforehand, a way to create unpredictable results. And the sound volume as a parameter seems to escape notation. When we put fff on a score we can imagine that the passage is loud, but we cannot predict exactly this effect the same way we can sing a melody from a score. Volume and timbre partly eludes notation.


We can see now in this relation between noise and graphic representation, how not just a split between theory and practice but also a split inside sound itself: between it's quantifyable characteristics and it's more complex aspects. Music is in this context a way to experience and relocate limits but these limits are not just between musical sounds and noise, but inside any sound itself, between properties that are localizable in some form of graphic space, and properties that are only conveyed by the live experience of sound. Philosoher Giovanni Piana talks about a rupture between a logical element and a phenomenological one. The logical would be something like a system of coherence, like the tonal grammmar in which the function of every sound would be determined in relation to every other sound in the system. The phenomenological would be the perceptual aspects of sound material. For him, “the rupture between a logical and a phenomenological element” in musicmaking would have drawn her to a “movement towards sound material and the variety of it's phenomenological dimensions and expressive potentials” (p. 70). 


The music of World as will works throughout these limits in an impure way. The use of the recording medium enables the coexistence of two soundworlds. By putting side by side notational music and electronic bruitisme, the power of suggestion of these materials come into play. It is not the case to understand electronic means as representing the informal, and instrumental means as representing the notational,or formal, but these two categories, the formal and informal would couple themselves with the two other categories: instrumental and electronic sound. We could describe then World as will as depicting different situations that deals with the two pairs rather independently from each other.

· In World as will I the differences between the instrumental and the electronic are effaced in favour of an overall instrumental sound. It is a record made out mostly by sounds of intrumental origin and some very physical presences of percussions and voices. Of course all of it is sampled and treated, but the impression is that of an orchestral piece with electronic sounds.

· In World as will II there is a split between these two spheres: they still coexist, but the noisy electronic sounds are more aggressive and the instrumental bits sound more like samples. The impression is more of an electronic piece with orchestral samples. The referentiality of the orchestral bits are enhanced in track 2, increasing the split between a suggestive use of sound and a brute physical assault  on the listener.

· In World as will III the limits are again effaced, like in World as will I, but with the balance in favour of the other pole: we can recognize sounds of instrumental origin, but they are heavilly treated and processed. The result is overall more abstract. And it ends with a somewhat ironic gesture: a fully instrumental piece by Karkowski, played by Zeitkratzer Ensemble that does not sound instrumental: it is one of the noisiest pieces of the whole series.


As shown, World as will ends with a totally instrumental piece that dissolves the boundaries between artificial and instrumental sound. This is typical of Zeitkratzer's productions, since they often work with musicians that don't know musical notation, meaning they have to work from soundclips which are converted to instrumental scores. The instrumental textures and extended techniques are then devised to emulate the electronic sounds present in the soundclips they get from composers. One of their latest productions was the arragement of some pieces by classic power electronics/noise group Whitehouse into instrumental pieces for ensemble. Another very successful release was the orchestration of Lou Reed's classic Metal Machine Music directly from the tapes. This procedure is consistent with an ethics of crossing the boundaries between genres and in doing so, between different aspects of sound production. 


The association with Zeitkratzer seem absolutely logical as an effacing of differences between genres and uses of sound and it's returning to an earlier stage, unmediated by genre definitions and boundaries. Genres are used rather than adhered to in order to bring out some functions and aspects of sound, two of which could be defined as sound as language and sound as a weapon.

 
V. Music as world.


The unstable soundworld of World as will is always oscillating between sound as referential, that is, as a symbolic medium that communicates in a determined social and cultural context, and as a physical force, which is itself partly cultural, as it is defined in the context of the work in its opposition to language. The use of high amplitude and saturated sounds would actually reinforce some of the associations present in the title and artworks, only doing so through complexity of timbre and comparative superior density that creates an effect of physical assault on the listener. 


Part 2 of World as will II offers an interesting example, as it not only uses the sound of the western orchestra, as it bases itself on a sample taken from this tradition: a pulse taken from Wagner's Götterdämmerung. This pulse is omnipresent throughout the piece like a heartbeat. Three other elements besides the Wagner sample are brought together in this piece: a textural sound with resides somewhere between the cluster and pure white noise, Furudate's voice used as an instrument, a very deep skin percussion instrument scanning the latest part of the track. Besides these basic elements, there's an exploration of the virtual space of the recording, which stresses the  simultaneous layers present in the track. A good example is the first 7 minutes, that display the wagnerian pulse in various  tempos and pitches simultaneously. This procedure is made more manifest as the estereo is divided, with each different version of the motif occupying a different location in the space between left and right. Increases and decreases of volume create the suplementary impression of proximity and distance. After minute 7:00 the noisy sound mass starts to show, at first discreetly becoming more dense as time goes by. A long exploration of this noise follows until the entry of Furudate's voice, around minute 12:00, with it's screaming and crying amongst the dense waves of saturated noise, which are themselver contaminated by the exclamative nature of Furudate's intervention, becoming more and more gestural. Around 14:30 the noisy sound dominates again until 17:00, when it is joined by other sounds that again are distributed around the acoustic space, in a replica of the beginning. Around 21:50 the low drum makes its entrance, taking over the role as ground and redifining the Wagner motif as a counterythm. At 23:45 starts new development between the voice and the soundmass which polarizes the treble region at 25:30. The voice no more scream but moans, exausted. Abrupt suppretion of the sound mass in 26:09 with modified return of the scansions of the beginnig, plus the low drum. It all ends with the Wagner motif and the low drum, with added palpitations similar to the sound of rain on a roof and a final wind stroke.


It's interesting to note by this little description the breadth of imaginative associations these sounds produce. Wagner's motif became a heartbeat, the soundmass becomes waves of an ocean, skin percussion is perceived as drops of rain... The relationship between a physical dimension of sound and an evocative function could constitute itself as contradictory, staging perhaps the opposition Karkowski talks about, between a will to form typical of western classical tradition, and a submission to the informal present in the noise subculture. Yet, on the contrary, these elements are joined into a bigger whole where any sound is acceptable and the imaginary connotations follow  not from an established system of representation, but from the sounds themselves. The cultural references present in these works are not in contradiction with this atittude but they are reinforcing it on another level, by introducing the concepts of Will, Representation, World. A metaphorical commment on a set of concepts derived of a certain history of XIXth century thought, made anew by contemporary means of sound production.

V. The limits of the analogy


We are now to return to our questions from the beginning. What implications would have a musical cosmology that embraces noise? World as will offers a striking analogy precisely because of its unstability both intrinsic, as it admits the coexistence of separate soundworlds, and extrinsic, by the position it occupies in the contemporary scene. Not a piece of modern classical music, not just a noise record. We  believe it offers a possibility of a common ground in which to understand Merzbow with the apparatus of contemporary music, and vice-versa, understand Xenakis with noise music ears and expectations. It seems I'm here falling back in my temptation to erase such boundaries, creating something like a continuum between all these expressions. Maybe that would be to ignore some fundamental differences of atittude and aesthetics. Yet, a common ground can take many forms, even conflictual ones. As once Wittgenstein said: “When philosophizing you have to descend into the old chaos & feel at home there. “


Music, on the other hand is not bound by the same limitations than actual theory, philosophy or science. As Karkowski said: “You use whatever you want to make art, but you are free. You are making art, not science and it is the results that matter, not the verification of an acoustical or mathematical theory. (…) What interests me is the play, the surprise, the accident, being as a painter in front of your canvas. We are working with something we can't really control: it is called vibrations.”


There is no pretention on part of these artists to make rigorous statements about the world, but it is maybe precisely because of this modesty and acceptance of lack of control that World as will is so consistent.  As controlled as this music sound, and World as will is strongly structured and composed, there is always a surplus to sound that surpasses any possiblity of mastering it. It is built in the very process of composition in its mastering and surrender to the powers of sound. In embracing sound as potentially elusive of control it embraces the world-as-will worldview.

�	 Herrmann,A. 2004 p. 93


�	 Herrmann, A. 2004 p. 99


�	Some would argue here for John Cage as somebody that exemplifies the opposite attitude to classical music's formalism. I wouldn't agree with this, but this discussion would be far more complicated to carry on in the space of this article. I would, nevertheless refer here to Valerio Fiel da Costa's discussion of this subject in his doctorate thesis.


�	The interpretation present here is entirely my own responsability. When I asked Furudate about the use of such imagery, he answered he was much more interested in the history of metaphysics in the XIXthe century and that if he wanted to refer to National Socialism he would use Heidegger instead. 


�	“Dire que l'on fait de la musique savante suggère un accompagnement 'scientifique' probablement rigoureux, or à l'autre bout du spectre, la noise japonaise qui n'est pour autant une musique commerciale populaire est une forme d'expression qui s'est faite sans que personne au Japon n'écrive une ligne ou ne formule la moindre question sur l'interêt de faire cela. D'un côté, la méthode, le language, la formalisation comme oeuvre et de l'autre, l'experience brute du matériau qui défait et refait oeuvre par la mise en experience de l'informe bruitiste. Or, dans la science dure, théorisation et expérience vont de pair. C'est comme si la noise avait accru/révélé sans le savoir une déchirure entre théorie et pratique, le Janus inconscient de l'experience classique.” (Karkowski, 2009 pg 47)


�	Karkowski, Z. Physiques Sonores 2009 pg. 48





