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It happens to many people at some point in their lives: music takes one cap-

tive. For every one of us, this beginning is connected with a different moment

and with another situation. It is a deeply individual moment, one in which

a musical event speaks directly to a person for the first time, so that he or

she is moved by it. Whether it is in the early days of childhood, on the lap

of a parent or grandparents, the first experience of singing and/or dancing

together, in a sacred space or out on the street. Eventually, the day arrives

when one experiences a first concert within a framework specially designed

for it, within the specific situation of one’s attention being drawn to the mu-

sical event. Whether, in the process, one understands an inherent structure,

message or other quality in the music is an open question. Furthermore, this

understanding has boundless multi-layered facets and will accompany some-

one who is open to it as a secret of deep longing throughout their life.

One element of concerts, and therefore also of the work of a concert or-

ganiser, which has long fascinated me is the dimension of precisely how the

shared collaboration of many people creates the possibility of a deeply indi-

vidual perception of an artistic event. Musical pieces or works take a variety

of objective forms and structures. The dimension which moves the individ-

ual listener is connected to the world of objects and structures, and yet it is

utterly individual. A collective accomplishment renders an individual dispo-

sition possible, evoking its full impact within the listener.

From the perspective of reception, it is always essentially a matter of per-

ception. That is also the reason why the perception of music is to be under-

stood as an act of communication. Resonance is the key concept needed to

describe this process.

Let us envision the situation of a concert: the event is characterised by the

fact that the people in the audience give their attention to other people on
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the stage. Visitors to a concert therefore direct their attention towards what

is happening on the stage. From there, the musicians transmit information

to the audience.The resulting exchange via form and content is nothing other

than communication. In a concert, this is sometimes conveyed by words, al-

though often it is non-verbal. Decisive for the communicative process here is

the artistic quality, authenticity and immediacy of the composition and the

performance, although of equal significance is the attention directed towards

the artistic happening by the listeners. A successful concert is a successful

communicative process, a direct, unique exchange between people which is

at once individual and social.Whether a concert is a success or not is therefore

not only decided on the stage.

If we understand this exchange process as being a central element of a

concert, then it becomes obvious that all the elements which support the audi-

ence in connecting the dialogical process of perception with an open attitude

are of immediate and particular value.This is why I understandMusikvermitt-

lung as the promotion of individual pleasure in the perception of music. Over all the

years, actually decades, in which I have been lucky enough to work for en-

sembles, orchestras and concert halls, I have found confirmation that Musik-

vermittlung should be given a significant role and have central importance in

every cultural institution which stages concerts. Based on excellent concert

planning, it is a key function for the sustainable stimulation of as many peo-

ple as possible to take a continuously growing interest in and an openness

towards music as an art form.

In the given context, one author from whom I have received many valu-

able impulses for my work is the philosopher and author Günther Anders

(1902-1992), born in Breslau as Günther Siegmund Stern). After studying phi-

losophy under, among others, Ernst Cassirer, Martin Heidegger and Edmund

Husserl, Anders earned his doctorate in 1924, under Husserl. One noteworthy

aspect of his personal biography is that, from 1929 bis 1937, Günther Anders

was married to Hannah Arendt. In the late 1920s, Anders worked on “Philoso-

phische Untersuchungen über musikalische Situationen” (“Philosophical In-

vestigations into Musical Situations”). In this paper, Anders undertakes the

attempt to devise a philosophy of music which has as its starting point nei-

ther the objective formal language of this art form, nor the subjective dimen-

sion of the recipient. Günther Anders views the central communicative event

as guided subjectivity and demonstrates, via phenomenological contempla-

tion of the situation, the significance of Lauschen (= listening carefully, but

also eavesdropping), i.e. attention as guided subjectivity directed towards the

https://doi.org/10.14361/9783839456811-009 https://www.inlibra.com/de/agb - Open Access - 

https://doi.org/10.14361/9783839456811-009
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/


The Promotion of Pleasure in Individual Perception 117

musical event (Liessmann 2003: 6ff.).This is precisely the aspect that concerns

Musikvermittlung. In his journey through 2,000 years of European cultural his-

tory, Jürgen Wertheimer refers, within the context of the ideas of John Locke,

to studies in the psychology of perception which in the 21st century empiri-

cally prove what the English philosopher speculatively concluded in the 17th

century: that perceptual patterns guide our sense impressions, i.e. ideas de-

termine what and how we perceive. Reflection about perceptual patterns pro-

duces changes even down to the definition of what we accept or dispute as

reality (Wertheimer 2020: 295).

 

One key to ensuring the sustainable success of a cultural institution is to

align the artistic offering, i.e. the concert and event planning, with the needs

and cultural aspirations of the potentially responsive people. The permeabil-

ity necessary for this can be measured by whether the people working for the

organisation are able to grasp the respective concrete social, cultural-political

and socio-political challenges and potential, and to develop the correspond-

ing artistic ideas. A good part of the craft of event organisation consists in

securing the right ideas through functional structures and initiating their re-

alisation. In view of the heterogeneity of the living conditions and realities

which characterise our present-day life, cultural institutions must face up

to the respective social constellations which have an impact locally, region-

ally und supra-regionally, and seek to provide answers in an organisationally

functional form. It is obvious that, in doing so, these answers will turn out to

be very varied. Nevertheless, those who are open and mentally agile can and

should learn from the respective best examples, even those far beyond na-

tional borders. An orchestra or a concert house will then bring itself into the

life of a society in a sustained and lively manner when it is in a position to of-

fer programmes which correspond artistically and concretely to the variety of

cultural dispositions. In designing a programme, it is necessary to challenge

the fine interplay between expectation and fulfilment, and also to continu-

ously challenge the stimulation of expectation and the fulfilment of wishes,

and to consistently take delight in transforming them afresh into concrete

projects. Being open to understanding artistic planning as a dialogical pro-

cess brings vitality and the chance of sustained success to the organisation.

In this spirit, no less than 600 activities involving Musikvermittlung took

place at the Wiener Konzerthaus during the last complete season before the

Corona crisis, i.e. in the 2018/19 season. Of the approximately 940 events

which were held during that season, the majority of the concerts therefore in-
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cluded offerings which catered to the desire to perceive an artistic happening

in very different forms, or which were geared to this to a finely differentiated

degree.

In an EU-funded participatory project entitled “Orfeo & Majnun”, involv-

ing various municipal districts of Vienna, the Musikvermittlung Team at the

Wiener Konzerthaus, led by Katja Frei, succeeded in connecting some 3,000

participants emotionally with given artistic themes. In close cooperation with

Basis.Kultur.Wien, the Caritas-supported socio-cultural initiative Brunnen-

passage, and numerous local cultural organisations and district initiatives,

the parallels and contemporary relevance of the ancient Greek myth of Or-

pheus and Eurydice and the story of Leila und Majnun, which is widely popu-

lar in Arab countries, were given various artistic treatments. In this way there

arose overmanymonths the largest participatory project to date in the history

of the Wiener Konzerthaus. An important aspect of this project was that its

aim was to increase cultural participation through professional stimulation

and regular, confidence-building activities outside of the cultural organisa-

tion.

Another event format, first introduced by the Wiener Konzerthaus in the

same season, bears the title “klangberührt”. In this production, conceived as

a multipart concert series, the attempt is made to design a social space which

makes it possible both for people with a variety of disabilities and for those

without disability to have a common experience of music. Moderating the

events is Lilian Genn, whose expertise inMusikvermittlung enables her to sup-

port the musicians and ensembles, changing from concert to concert, with a

compact and sensitive response to the specific situation. In this way, the au-

dience experience of artistic excellence is facilitated by making a connection

to the musical happening that immediately follows in the programme. With

this series of events, the Wiener Konzerthaus opens up towards persons who,

in its traditional way of operating, are often excluded from a direct encounter

with (live) music. Many of the musicians who declare themselves willing to

perform in this format are used to appearing on stages around the world,

but are still impressed by the intensity of the communication between the

audience and the performers in this special concert series. The visitors, too,

whether they experience the event alone or accompanying disabled people,

show that they are deeply moved by the authenticity and power of the situ-

ational energy. Yet this series of events makes use of only a negligibly small

part of the far greater performance space of a concert house.
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To constantly explore these performance spaces with an open mind is one

of the most valuable attitudes and is thoroughly in keeping withMusikvermitt-

lung in the true sense of the word. According to my observations, economic

limitations are frequently adduced as an explanation for why one or another

idea for expanding or differentiating the repertory season cannot be realised.

Yet in the final analysis, it is the quality of vitality in an organisation which is

decisive in repeatedly allowing openness, change and further development.

Every connection to people who were previously not in the focus of the re-

spective institution expands the horizon and opens up new possibilities and

chances.

The immediate experience of amusical work contains within itself, among

many codified or even completely concrete narratives, also the element of an

artistically condensed present moment. Music brings to life the creative ideas

which a composer was able to mould as a child of his or her times. In this way,

musical works, of course particularly ones that are radiant with great origi-

nality, build bridges and make it possible to undertake intellectual time travel

between various epochs. Through the performance of an artistic concept, of-

ten one deriving from days long past, a narrative is evoked which is able to

transcend times, cultures and identities to resonate within the listener. The

multi-faceted nature of this process constitutes a significant part of the fas-

cination which characterizes the concentrated act of listening to music in

communication spaces which are ideally suited to it. Due simply to the de-

sire for resonance and the necessity for resonance spaces, direct encounters

with music will continue to have special value in people’s lives. A value which

should be matched by the multifaceted and diverse culture of the respective

spaces.

Musikvermittlung, in the true and most essential meaning of the word,

should skilfully lend its support to people, and repeatedly give music more

space in the lives of as many as possible.
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