


WALTER ZIMMERMANN CD 1

Beginner’s Mind
 Prologue: Fünf Momente im Leben Franz Schubert 

(Five Moments in the Life of Franz Schubert) 
 1 I. Rossinis Einzug in Wien (Rossini’s Arrival in Vienna) 4:07 
 2 II. Der gefährliche Freund (The Dangerous Friend) 2:34 
 3 III. Die grosse Oberösterreichische Reise (The Great Upper-Austrian Journey) 3:50 
 4 IV. Erneuter Asubruch der Krankheit (renewed Outbreak of Disease) 5:15 
 5 V. Keine Antwort aus Weimar (No Reply from Weimar) 0:26 

 I: Leave the Old 
6 1) Gather everything 5:45 
 7 2) Follow the yardsticks 3:08 
 8 3) Go wrong 1:29 
 9 4) Lose yourself 1:17 
10 5) Destroy what’s around 1:59 
11 6) Forget what you’ve done 1:22 
12 7) Accept the past 1:08 
13 8) Discover the now 1:07 
14 9) Become the spur of the moment 1:04 
15 10) Be self-sufficent 1:08 

 II: Clean the Mind 
16 11) Let images come and go 1:39 
17 12) Find perfect existence through imperfect existence 1:05 
18 13) Change mindweeds into mental nourishment 1:48 
19 14) Limit your activity 1:34 
20 15) Dissolve obstacles by constancy 1:22 
21 16) Burn yourself completely 0:50 
22 17) Create from emptiness 2:27 
23 18) Continue in calmness 1:18 
24 19) Move the swinging door 0:45 
25 20) Repeat it over and over again 1:12 



 III: Alter the Consciousness 
26 21) Adapt yourself to stimuli 1:00 
27 22) Shake up your automatic responses 0:29 
28 23) Change your emotions into extremes 0:58 
29 24) Contract and expand your time sense 0:58 
30 25) Suspend your time boundaries 0:57 
31 26) Find stimuli you feel at one with  0:29 
32 27) Grab the emerging ideas 0:31 
33 28) Use up the unity feeling 0:34 
34 29) Merge it into overpowering emotion 0:30 
35 30) Let it release you 1:19 

IV: Prepare the New 
36 31) Recall the mental nourishment 1:18 
37 32) Easy come easy go 0:40 
38 33) Don’t hesitate 1:15 
39 34) Express everything straight on 0:33 
40 35) Concentrate on your preferences 0:34 
41 36) Follow your inner voice 1:41 
42 37) Use empathy 0:32 
43 38) Stimulate your mind wandering 0:33 
44 39) Keep your original mind 0:34 
45 40) Be a beginner 3:55 

Total duration  65:30 

The composer  in conversation with Kevin Volans, Köln, March 1, 1977: 

KV: "So, what one is aiming for, in fact, is almost in exact opposition to what Kagel, I think, once 
described as 'taking the perfume' of another age or culture, in order then to work with these 
associations. 

WZ: "I think there is too much perfume around anyway, and I try to free the material from it. 
History is made of nothing else than the repetition of sounds in certain spaces at certain 
times.' 

from Feedback Papers 13, p.25-26, Köln June 1977



WALTER ZIMMERMANN CD 2

 1  Wüstenwanderung (Desert wandering) (1986) 18:49 

 2  Abgeschiedenheit (Non-attachment) (1982) 28:39 

Wanda Landowskas verschwundene Instrumente (1988-9) 
 (Wanda Landowska’s Lost Instruments) 

 3 I. Purcell Ground in C minor 2:15 
 4 II.  1:30 
 5 III. 16 Chaconnes (Nos. 1-8, 16) 2:23 

1. Abruptio 
2. Anadiplosis 
3. Anaploce

4. Antistaechon 
5. Hyperbation 
6. Bombilans

7. Catabasis 
8. Catachresis 
16. Pausa 

 6 IV.   0:48 
 7 V. Ein wenig Grazie 4:35 
 8 VI. 16 Chaconnes (Nos. 9-16) 2:06 

9. Aposiopesis 
10. Heterolepsis 
11. Pathopoeia 

12. Superjectio 
13. Anabasis 
14. Mora 

15. Cadentia  
  Duriuscula 
16. Pausa 

 9 VII. Die Verschwundenen Instrumente (The disappeared instruments) 2:49 

10  Barn Snail Dance (1989) 1:41 

11  When I’m 84 (1989) 3:04 

Total duration 68:41 



WALTER ZIMMERMANN the piano music

Walter Zimmermann (b.1949) is a key figure in German new music, a prolific composer and a 
tireless advocate of the work of other artists. His music covers every genre – from opera, music-
theatre and multimedia to orchestral music, chamber and solo works – and has been 
commissioned and performed by most of the leading European new music ensembles. His 
groundbreaking collection of interviews with American experimental composers, Desert Plants, 
offered a panoramic survey of this hitherto little understood musical landscape, and his edition of 
the writings of Morton Feldman, Morton Feldman: Essays, played a crucial role in the re-
assessment of Feldman's significance. In his Beginner Studio concert series in Cologne in the 1970s 
and '80s and as a professor at the Hochschule der Kunste in Berlin since the 1990s Zimmermann 
has also promoted the work of an extraordinarily broad array of musicians. 

His own music has consistently evolved – always original, never following fashion, true to its own 
highly individual aesthetic principles. In the 1970s his epic cycle of orchestral, chamber and solo 
works based on the folk tunes of his native Franconia in the south-west of Germany, LOKALE MUSIK 
(1977-81), was a controversial highpoint of the so-called 'New Simplicity', and the music-theatre 
works Die Blinden and Über die Dörfer also divided critical opinion. Characteristic of all 
Zimmermann's work, however, is its grounding in the most profound questions for humanity: how 
can we live harmoniously, both within society and in the world? As a result many of his works are 
based on philosophical and spiritual writings – Zen Buddhist texts in Beginner's Mind, Meister 
Eckhart in Abgeschiedenheit, Plato in Wijstenwanderung. References to other music also abound – 
Schubert, the Beatles – transformed by Zimmermann to reveal how this music might sound in a 
world ordered differently. The musicologist Richard Toop has suggested that one of the reasons 
why Zimmermann's music is not as well known as it should be is that the experience of hearing 
individual pieces by him can 'tend to emphasise their "otherness" in relation to the main trends in 
new German music, whereas the hearing of several pieces together reveals a remarkably rich and 
coherent personal world'.  

Ian Pace's recordings of his keyboard music offer the first opportunity on CD to explore this world. 



Many of Walter Zimmermann's works are grouped together in cycles which share the same 
underlying ideas and two of the more substantial pieces on the second of these two CDs come from 
these larger groups of pieces: Abgeschiedenheit from the cycle Vom Nutzen des Lassens and Wanda 
Landowskas verschwundene Instrumente from Cura Curiosita.  

Beginner's Mind, the one work on the first CD, is the only one of these cycles exclusively for 
keyboard. Zimmermann wrote Beginner's Mind for the great German pianist Herbert Henck and 
has described it as the 'result of my study of the contemporary European new music scene'. 
Typically, Zimmermann's study led him to the conclusion that a new direction was required and 
that this new direction might be found in the music of Erik Satie and John Cage. While Cage might 
not seem such a surprising choice, Zimmermann was particularly influenced by the music of Cage's 
so-called 'naive' period – works written around 1950, such as the String Quartet in Four Parts and 
the piano piece Waiting – which by the mid-1970s was probably the least regarded part of Cage's 
output. In these works one can find however the qualities which Zimmermann also praises in Satie, 
'a highly complex musical landscape written in the simplest manner', and Beginner's Mind attempts 
to trace a process from the complex to the simple, in Zen terms to cast off the old and achieve a 
new consciousness, 'beginner's mind'. 

Zimmermann's inspiration was Shunryu Suzuki's book Zen Mind, Beginner's Mind (New York & 
Tokyo: Weatherhill, 1970) which divides the spiritual journey into three phases: 'Leave the Old', 
'Clean the Mind' and 'Change your Consciousness'. In Zimmermann's piece this process is preceded 
by a Prologue, subtitled 'Five Moments in the Life of Franz Schubert', five versions of the old mind 
which is to be transformed, represented musically by short extracts transcribed by Zimmermann 
from his own piano improvisations. As the music 'leaves the old' these are gradually simplified and 
as the new consciousness begins to emerge the pianist begins to vocalise as well as playing the 
piano, introducing fragments of what finally becomes the 'Beginner's Mind Song': 



1.  
Prologue: Five Moments in the Life of Franz Schubert 
2. 
Leave the Old
Gather everything
Follow the yardsticks
Go wrong
Lose yourself
Destroy what is around
Forget what you've done
Accept the past
Discover the now
Become the spur of the moment
Be self sufficient

3. 
Clean the Mind
Let images come and go
Find perfect existence through imperfect existence
Change mind weeds into mental nourishment
Limit your activity
Dissolve obstacles by constancy
Burn yourself completely
Create from emptiness
Continue in calmness
Move the swinging door
Repeat it over and over again
4.  
Alter the consciousness
Adapt yourself to stimuli
Shake up your automatic responses
Change your emotions into extremes
Contract and expand your time sense
Suspend your time boundaries
Find stimuli you feel at one with
Grab the emerging ideas
Use up the unity feeling
Merge it into overpowering emotion
Let it release you.

Beginner's Mind Song (Shunryu Suzuki, 1970)
A flower falls even though we love it

And a weed grows even though we do not love it.
What we call I is just a swinging door which moves when we inhale

and when we exhale
It just moves that is all.
Not two and not one

our body and mind are not two and not one our body and mind are both two and one.
It just moves that is all.

You think you have body or mind you have lonely feelings
but when you realize that everything is just a flashing into the vast universe

you become very strong.
It just moves that is all.

In the midst of noise your mind will be quiet and stable.



We must have Beginner's Mind free from possessing everything.
When you are you, you see things as they are
And you become one with your surroundings.

It just moves that is all.
For the moon there is the cloud for the flower there is the wind. 

It just moves that is all. 
The future is the future, the past is the past

Now we should work on something new.
What we call I is just a swinging door which moves

when we inhale and when we exhale.
It just moves that is all.
Always be a Beginner. 

A number of Zimmermann's works involve existing musical materials which he then transforms, 
most notably in the LOKALE MUSIK cycle with its progressive transformation of Franconian folk-
tunes. One of the more recent examples is Wanda Landowskas verschwundene Instrumente 
(Wanda Landowska's Lost Instruments) (1998/99), scored for MIDI-harpsichord and piano, the third 
piece in the cycle entitled Cura Curiositas. Wanda Landowska was a pioneer, both as a performer 
and as a collector, in the twentieth-century revival of interest in the harpsichord and other early 
keyboard instruments. After the German occupation of France in 1940, Landowska's instruments 
were removed to Berlin and although the bulk of the collection was recovered by the American 
authorities at the end of the Second World War and returned to Landowska in 1946, a number of 
her instruments and much of her library was never traced. It is this theft that Zimmermann's piece 
documents, taking fragments of the music that Landowska played and juxtaposing them in an 
extended series of chaconne-like variations, moving back and forth from harpsichord to piano. In 
the original concert version of the piece, written for Deborah Richards, the MIDI-harpsichord also 
triggered the projection of a collection of images stored on a CD-Rom, showing reproductions of 
Landowska's paintings, instruments and manuscripts, together with documentary evidence of the 
Nazi theft – requisitions, vehicles, lists, etc. 

If Wanda Landowskas verschwundene Instrumente is music as documentary, Abgeschiedenheit 
(1982) is music as prayer. Abgeschiedenheit is the fourth of Zimmermann's group of pieces entitled 
Vom Nutzen des Lassens, inspired by the ideas of the thirteenth-century mystic Meister Eckhart. On 
a visit to Bremen in 1982, John Cage was asked for his advice to young German composers. 'Read 
Meister Eckhart' was his reply. Walter Zimmermann had already discovered Eckhart through Cage's  



writings, where Eckhart is presented as a sort of bridge from Cage to Zen to Europe. For 
Zimmermann, Eckhart's thought offered a model of transcendence – of being in the world, at a 
particular time and place, and yet achieving a consciousness that extends beyond the constraints of 
time and ego – and the score of Abgeschiedenheit is prefaced by a quote from Eckhart, 'Darum fang 
zuerst bei Dir selbst an und Iaß Dich!' (Begin by freeing yourself from yourself). In LOKALE MUSIK a 
similar process of transcendence had taken the folk music of Franconia as its starting point, 
gradually dissolving the original identity of the music into an insubstantial, strange new music. The 
musical materials of Abgeschiedenheit have a less specific identity – no folk tunes here, just 
collections of notes ordered according to a grid which combines the cycle of fifths on one axis and 
the overtone series on the other. Each note pulses at a different speed for a different amount of 
time producing music of extraordinary composure which resolutely refuses to coalesce into a single 
auditory image. 

Wüstenwanderung (1986) adopts similar compositional procedures to Abgeschiedenheit but uses 
them very differently. Where Abgeschiedenheit is music of stillness, Wüstenwanderung is 
turbulent, shifting, unstable; where Abgeschiedenheit depicts the composure achieved at the end 
of a spiritual journey, Wüstenwanderung takes us on that journey, following the path suggested by 
the seventeenth-century German visionary Angelus Silesius (1624-1677) in a text inscribed at the 
head of Zimmermann's score: 

Wo ist mein Auffenthalt?  
Wo ich und Du nicht stehen.  
Wo ist mein letztes End  
in welches ich sol gehen?  
Da wo man keines findt.  
Wo sol ich dann nun hin?  
Ich musz noch über Gott  
in eine Wüste ziehn. 

Where is my resting place? 
Where you and I are not 
Where is my last end 
to which I should go? 
Where nothing can be found 
Where should I go now? 
I must seek out God  
in the wilderness. 

As in Abgeschiedenheit the music is made up of a lattice of pitches reiterated at different rates, but 
what Zimmermann describes as the compositional 'machinery' of Wüstenwanderung is much more 
complex, interlocking a seven-layered intervallic scheme (itself modelled on Plato's account of the 
seven stages in the evolution of the 'World Soul') with other proportional schemes controlling 
harmonic and durational relationships. As the piece progresses it becomes ever denser, the pianist  



criss-crossing the keyboard until the music reaches what even Zimmermann describes as 'the limits 
of playability'. At this climactic point the music breaks down and the pianist shouts a text from Ezra 
Pound's 1972 foreword to his Selected Prose 1909-1965- 're USURA: I was out of focus, taking a 
symptom for a cause. The cause is AVARICE.' 

Two miniatures complete the CD. Bam Snail Dance was written while Zimmermann was in 
residence at the Djerassi Foundation in the United States of America. The Djerassi Foundation is 
located on an estate next to Neil Young's Crazy Horse ranch and while he was there Zimmermann 
lived in a converted barn. The building was, says Zimmermann, 'like a dodecahedron, twelve 
triangles added to a round building, like cake slices with some irregular crosswalks and stairs' and 
he describes Barn Snail Dance as 'a sounding architecture of the barn, crawling like a snail through 
the different rooms'. 

When I'm 84 was written in April 1989 for the pianist Aki Takahashi's 'Hyper-Beatles' project. 
Takahashi invited composers to make an arrangement of a Beatles song (amongst others to join in 
with the Hyper-Beatles were John Cage, Alvin Curran, Alvin Lucier, Per Norgard and Frederic 
Rzewski). As its title suggests, Zimmermann's piece is based on the Beatles' song 'When I'm 64' 
from the Sergeant Pepper's Lonely Hearts Club Band album – twenty years after the release of that 
album the singer of the song must have been at least 84 but, rather more pertinently, both Aki 
Takahashi and Zimmermann's grandmothers had just reached that age. In making his version of 
such a familiar song Zimmermann has assumed that his listeners will have the Beatles' original 
lodged somewhere in their consciousness and offers us a fragmented commentary – meanwhile 
the pianist counts off the years in Japanese. 

© 2002, Christopher Fox

Gertrude Stein wrote the following to describe the different mentalities of space and time between 
Europeans and Americans: "Think of anything, of cowboys, of movies, of detective stories, of 
anybody who goes anywhere or stays at home and is an American and you will realise that it is 
something strictly American to conceive a space that is filled with moving, a space of time that is 
always filled with moving." 



Yet such a conception seems to me to be utterly crucial to the music of the wholly European Walter 
Zimmermann. In all of Walter's works, the primary motivating force is not a rarefied, stylized 
musical surface (and that's not at all to deny the power of the stylization that is involved), but a 
sense of motion and process, an almost joyous beholding of phenomena in flux. Walter's music 
travels, it doesn't stay still; it traverses, gazes and contemplates, never seeking to conquer, but 
neither is it paralyzed by awe. Walter's desert wanderer in Wüstenwanderung is the spiritual heir 
of Goethe's Werther and Wilhelm Meister, John Wayne in John Ford's The Searchers, Quinn in Paul 
Auster's City of Glass, Travis in Wim Wenders' Paris Texas, or even Walter himself in his symbolic 
road movie around the American experimental wilderness recounted in his book of interviews 
Desert Plants. As performer of this deeply beautiful and shattering music, my conception and 
consequent interpretation themselves 'travelled' over the course of several performances 
culminating in the recording, transplanting an initial sense of aloof rapture with a quite different 
sensation of urgency. The music, for all its idyllic moments, pushes and pushes, always accelerating 
in tempo and building in density towards the almost impossibly virtuosic climax. The incorporation 
of the text fragments from Nietzsche and Ezra Pound, both figures who have been linked to 
fascism, only adds to the ultimate sense of destructiveness and the barren conclusion.  

Walter's book of interviews has a very distinctive style, consciously eschewing editing of the 
dialogue into well-structured sentences, leaving in all the hesitations, unfinished sentences et al, 
giving perhaps a 'rough and ready' quality but also a sense of earthy authenticity to the words. In 
the recording of Wanda Landowskas Verschwundene Instrumenten, Walter and I similarly decided 
upon an imperfect sound for some sections, through the use of a rather out-of-tune harpsichord, 
and also a damped piano to mimic the sound of a keyboard instrument from older times. In live 
performance, Beginner's Mind has a large theatrical component for the pianist, including a long 
passage at the outset in which the pianist is crouched over the instrument, a series of physical 
gestures that accompany the appearance of different categories of musical material, and, in the 
most pianistically taxing passage, a continuous rotating motion for the pianist's torso and head 
(which can cause great dizziness!). We decided it was not necessary to incorporate some 'method 
recording' by doing these in the studio. 

After a long fascination with and love for Walter's music, this is a project I am deeply proud to have 
undertaken. I would like to express my gratitude also to Mieko Kanno for assistance in Japanese 
pronunciation for When I'm Eighty-Four. 

©2002 Ian Pace




