






















































































































































































Anything written which s not modern should
be doneinany order. Thisis what Thave decided,
so that there willbeno ambiguity: 1 have notyet
written this StOrYs butlamnow jmagining that
1 have written it. T have finished the story> cot-
rected 1ts mistakes and am just about 1O send it
off to UNESCO- Before 1do s0 1 turn the stOry
:nto the deck of cards 1 mentioned “Just now’
and shuffle the deck thoroughly. Then Iputthe
deck of stories : nto an envelope, SteP outinto the
street and drop the envelope : nto a letter bOX.
Evenas1doso 1 imagine the order of the cards
changing, SO chat within a matter of moments My
story has changed into something quite dif-

ferent.

S

It is quite possible, mused Mason Line, for an
object to be imbued with magic: afountain pen,
empty of ink and uselesst0 the band, exquisite 10
the eye; 4 book, a thin volume, its pages stil
uncut, VIrgin thoughts swaiting the reader’s
knife; or even Y shadow, bymg beside me 0t this

foreign bed. The book contains no words, butif

I hold it up t0 the light, 1 can s€¢ something
nside, & voice silenced with time, the distant
sadness of some forlorn hero. The pen is not
empty, after all, its barrel is filled, it is just that the
ik is invisible; and only by speaking the lan-
guage of negatives ca7 one hope to understand its
message:

The room in which Mason Line 1s seated 15, of
course, One of a chain of rooms, 1 2 row O
hotels dotted like stars in the universé light
years from one another, yet quite close froma
Jistance, so that if one were t0 place one’s index
finger in front of one’s ey¢ and close the other
fightly, one would be able, quite casily, 10 block
out adozen 010 of them. Mason checks into the
hotel at midnight, 0t0 the room I have reserve
for him. He will leave the following midnight, as
somebody elses another charactet trom another
story 1 have yet (o invent. Some people wi
think of him as an impostet; 2 SPY or an actoh
perhaps, rehearsing some future impersonation.
Others, especially the man at reception, wil
assume he 1s simply disguising himself so as t©
avoid paying the bill.

At other times, should T have got out of bed on
the wrong side, 1 might be more circumspect,
jnvesting My diurnal incarnations with qualities
designed t0 deliberately hinder them through
life’s progress, which 1s to s2y that microcosmi¢
span of existence corresponding tO the passage
of the sun from eastto west, or fromon¢ side of
the hotel (Mason’s side) to the other.Tamnota
moralist, 1 care pot one whit for conventionai
notions of good of bad, T just have mY own
way of doing things, an incontrovertible logic,
which would shatter Int0 @ thousand pieces i1
ever tried tO understand it

1 am an imposte?; thought Mason, & reincarna-
tion, the ninth life, o7 the nine—hundredth. I
know I am different from everyon¢ else. The
mere fact that T am me sets m¢€ apart. T am like

my shadow, I can do magical things: I can ship
through space I can be an inch thick or & mile
long. When the sun moves towardsthe horizon,
cveryone can s¢€ me, I am sretched along the
quat, squashed ind trampled #por by passing
tourists. AL other times, i the quiet stillness of
night, I become invisible, I can 80 wheresoever
[ wish, unnoticeds ignored. [t is then that I feel
ymy VOCALIOT for I know that I can se€ without
being seen. But 1 must be careful! Should there
be a full moon, it may well be that I become 0"
spicuous again!

[ am an object, @ magical object: 4 apher, thought
Mason. I will not write, 4P words on a Screens as
[ wouldwere Imy author, Simon Lane. Instead,
1 will simply think, and MY thoughts will be
recorded for the benefit of all proofoftbe inde-
pendence O the spirit. I donot necessarily resent
being 4 ﬁctional character, the figment of an
lien imagination, subjecttothe whims and fan
cies of an inebriate scribbler from Albion, but I
feel I should set some form of example for the
others, for that cowerng multitude, immortal-
ized, frozen within the pulp of literature.

1 caninvent and dispose of characters with great
alacrity. It1s, after all, my profession, or hobby,
cather, for 1 see rnyself as an amateus nothing
more, nothing less- Sometimes, 1 am generous,
] permit My creations to ive in luxury, sO that
they never have to work. I give hem credit
cards, T allow them 1o Sit quietly 1 2 state of
:ndolence, fed o2 perpctuai diet of Belon 0ys-
ters and Burgundy wine.Tonly do this, howeveh
if they succeed 1N evolving from the potentiaii—
cies with which 1 frst endow them-
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Pieces of music, music of pieces

by Leon Milo
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compositions have been
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CCORDING to contemporary scientific

theory, a “Big Bang” originating from an

infinitesimally small and dense object pro-
jected countless atomic particles into space, and
these fragments, regrouping into an abundance of
elements and matter, make up the expanding and,
perhaps, eventually contracting universe.

In 1941, the composer Arnold Schoenberg
viewed “the Beginning” as a vision which only an
omuiscient force could embrace and realize. “To
understand the nature of creation,” he wrote,
“one must acknowledge that there was no light
before the Lord said: ‘Let there be light. .. .~
“There was Light’ at once and in its ultimate per-
fection. ... Alas, human creators, if they be granted
a vision, must travel a long path between vision
and accomplishment . .. painstakingly connecting
details until they fuse into a kind of organism.”

To transform a vision into an object, in this case
via musical composition, is a step-by-step opera-
tion. Using an enormous vocabulary of symbols,
a composer communicates detailed musical
instructions to the performer while constantly
keeping in mind the desired shape of the final
work.

A vision of the “whole” does not, of course,
always appear to the artist as a flash of lightning
suddenly illuminating a landscape that needs
only to be transcribed onto canvas, paper or
audio tape. Even if a piece of music (oddly, the
word “piece” is used to describe an entire musical
composition) has been inspired by a non-musical
object or event that suggests a musical point of
departure, a “Big Bang” for example, it still
remains for the composer to organize, manipu-
late and develop purely musical fragments into a
form which will be comprehensible to listeners.

“Object” and “fragment”: are these modern
concepts? Do they have a relevance to our daily
lives that is specifically modern? Let us take the
dictionary definition of an object as “anything
that is visible or tangible and is relatively stable in
form.” It may also be something that “can be
apprehended intellectually”, and in this sense
could be applicable to a musical performance. A
fragment is “a part broken off or detached”, some-
thing that is by definition “incomplete” or “unfin-

ished”.

One composes music by combining sound
elements to create a musical structure: a con-
tinuum of sounds. Listening to music, one relies
on memory to retain the succession of sounds that
identifies the composition as an entity. If a listener
is preoccupied with other matters or momen-
tarily nods off during the performance, the con-
tinuity is lost and he or she may wake up during
the last movement completely confused by the
sounds coming from the stage. Even if one is
awake throughout the performance, has one wit-
nessed a “relatively stable” musical object?

By modifying the elements which make up the
object, conductors, performers and acoustic con-
ditions all influence the outcome of the com-
poser’s vision and the reality that the listener expe-
riences. If a musical performance were completely
stable we would not have a multitude of record-
ings of Beethoven’s Fifth Symphony. One would
suffice.

FROM STABILITY
TO
FRAGMENTATION

The composer’s job is to build unity within a
composition so as to ensure that it is compre-
hensible to the listener. This will hopefully out-
weigh the various chance factors that occur during
performance.

Before the twentieth century, certain con-
ventions of form developed that brought a degree
of stability and comprehensibility to musical
compositions. Before hearing the first perfor-
mance of a piano concerto in the eighteenth cen-
tury, an educated listener already knew many
things about it. The concerto would probably
have three movements—medium fast, slow, and
fast—with a solo cadenza section leading up to the
final chords, or coda. This cadenza was intended
to offer the soloist some freedom of expression,
imposing a minimum of constraints and enabling
him to show musicianship and virtuosity. As
time went by, even this “unstable” section of the
piece became more controlled, until finally the
cadenzas were entirely written out by the com-
poser. So much “stability” and “built-in memory”
were present in music by the end of the nine-
teenth century that composers could not find



























‘They could have done so much,
but dared to do so little...’

am convinced that in the years ahead it is going to

be essential to be able to train fully-fledged citizens,

who will feel that unless they are participating in
the life of their community they do not exist. And in
order to exist, in order to exercise their responsibilities
as citizens, they will need access to knowledge. Edu-
cation is not only instilling knowledge, but awakening
the immense creative potential that lies within each of
us, enabling all of us to develop our capacities to the full,
the better to contribute to the societies in which we live.

With regard to the dissemination of scientific and
technical knowledge, it is borne in on me every day
how sadly scientific information is lacking in the deci-
sion-making process. Far too many decisions with
far-reaching consequences—in the domains of energy
and the environment, for example—are influenced by
the emotions. It is our responsibility to provide deci-
sion-makers with absolutely reliable data enabling
them to reach objective conclusions.

I also feel that there are two ideas that we should
push as hard as we can to have accepted and applied.
The first is linked to lifelong education: the educa-
tional process can no longer be defined as the acquisi-
tion of knowledge which precedes entry into the
working world. It is—and will of necessity become
increasingly—a protean process extending over an
entire lifetime and covering a variety of activities.

The second concept is that of educational partnership.
When we think of education, we think of the state.
However, the responsibility for education is not the
state’s alone; it is incumbent upon civil society at all its
levels and in all its structures. For it is only by making
the whole of society aware of its duty to take up the chal-
lenge of education that we will be able to lay a firm
foundation for the training of fully-fledged citizens.

At this point, a word about higher education. To my
mind, this level of education has too long been con-
sidered a luxury, and thus passed over by the developing
countries in favour of basic education, which has

attracted all the attention. It is true that higher educa-
tion is only available to a privileged group of young
people: 92 per cent of the world’s eighteen- to twenty-
three-year-olds do not have access to it. All the more
reason to be extremely demanding of those who do!
Society should make these young elites realize that
they are already part of the social fabric, and have
responsibilities to shoulder. At university, they must
learn to take the initiative, and begin to place their
imaginations and energies in the service of the trans-
formations that this new era is demanding of all mem-
bers of the community.

Finally, I should like to underscore the importance
of education in enhancing mutual understanding and
promoting co-operation between peoples. In a world
where distances are shrinking and differences abound,
there is nothing to be gained by locking the door and
withdrawing into oneself. The best way to survive,
and at the same time add a new dimension to one’s life,
is to learn to live with others, and to listen to what they
have to say. Tolerance does not mean “tolerating”
others, but getting to know, understand, respect, and—
why not?—admire them.

What is needed most today, what young people—
and particularly teenagers who are about to complete
their secondary studies—are demanding of us more or
less explicitly, is guidance to help them chart their
course. Unless we supply them with this without delay,
we risk witnessing major social upheavals. We must
take action, even at the risk of making mistakes. The
worst of all would be to do nothing in the face of the
intolerable.

We are not prepared to rise to all the challenges of
the future—poverty, population, the environment,
ethnic coexistence—because we are still working with
the tools of the past. We must remedy this situation as
quickly as possible, so that our grandchildren will not
speak of us with Camus’ terrible words: “They could
have done so much, but dared to do so little....” m
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A voyage through
European
literature

by Edgar Reichmann

illustrated Histoire de la littérature

européenne (“History of European
Literature”) is an event that marks the con-
clusion of an ambitious enterprise. The
editors and contributors faced a threefold
challenge—to avoid becoming the pris-
oners of a reductive Eurocentrism and
neglecting to take account of what Europe
has inherited from other parts of the world;
to prevent their work from becoming a
vast catalogue in which European litera-
ture is compartmentalized into linguistic
and national traditions; and to identify,
on the threshold of the third millennium,
and after the failure of the great ideolo-
gies that have marked our century, any
new trends that may be developing to fill
the void these ideologies have left behind.

' HE recent publication ofa 1,025-page

A MANY-FACETED LITERATURE

The History is the work of a team of 150
university teachers from all over Europe. It
shows that, while Europe has many dif-
ferent literary traditions, there is never-
theless a single European literature. The
editors, literary historians Annick Benoit-
Dusausoy and Guy Fontaine, describe the
contacts between Europe and the rest of
the world that encouraged the circulation
of people and ideas and the movements of
peoples over the centuries. They rightly
remind us that Asia and the Mediterranean
coast of Africa, the cradles of our civiliza-
tion, have, together with the early Greek
myths, left an indelible imprint on Euro-
pean literature past and present.

Via Spain, Arab paets influenced the
troubadours of Provence, while Asia
bequeathed to Europe a spirit of oriental
refinement. In the inter-war years Africa
south of the Sahara contributed to the dis-
covery by European avant-gardes of a new
view of reality. India and China, the Malay
archipelago and Oceania, mysterious
islands and deserts of fire and ice, all exer-
cised their fascination on writers as varied
as Kipling, Rimbaud, Malraux, Daniel
Defoe, Jules Verne and the Polish-born
English novelist Joseph Conrad. More
recently such important figures as the
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HISTOIRE DE LA LITTERATURE EUROPEENNE

Senegalese Léopold Sédar Senghor, the
West Indian René Depestre, Trinidad-born
V.S. Naipaul, the South African André
Brink, Alejo Carpentier of Cuba, Tahar Ben
Jalloun from North Africa, Argentina’s Jorge
Luis Borges and Isaac Bashevis Singer, an
American of Jewish extraction, have all
helped renew the European heritage
without turning their back on their own
traditions, By its very conception, the work
avoids the trap of isolationism.

A WORK OF CULTURAL SYNTHESIS

The authors also deserve praise for having
produced both a reference book and an
exercise in cultural synthesis. Authors and
their works are not listed alphabetically
according to their geographical affilia-
tions. Instead the reader can trace the

o

o)

Histoire de la littérature eurcpéenne
(“History of European Literature”), edited
by Annick Benoit-Dusausoy and Guy
Fontaine, published by Hachette-Education,
Paris, 1,025 pp., complete with index and
bibliography.

development and mutual influence of the
Graeco-Latin, Judaeo-Christian, Byzan-
tine and Nordic minds as expressed inlit-
erature, up to the philosophy of the
Enlightenment and the collapse of the
ideologies that have stained our century
with blood. While exploring the principal
literary genres and trends, the reader
covers a vertiginous range of thoughtand
creativity.

The scholars who have told this fasci-
nating story also set themselves the
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