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ABSTRACT

The musical experimentation classifed as conecrete music arose at a
pivotal time after the second world war. Artists were resuming their
roles.in a world that was visibly in flux, It is not merely conjecture
to interpret the music scenario in the early fifties as germinal to
musical developments in ensuing decades, or to recognize its value in a
broader context as reflective of societal attitudes, Moreover, as time
provides an objective perspective, there is no reason that critical
analysis of this period should not be undertaken.

Within this context, the treatment of concrete music outside of
France has been cursory at best. None of the literature concerned with
the progenitive development of electro-acoustic music in France has been
translated into English. As well there are few available recordings, the
primary source of a music created on tape without score; inadequate bibli-
ographies of composer's works; and a lack of accurate chronological data.

The present study is a translation and critical analysis of the
writings of the initiator of concrete music, Pierre Schaeffer. For over
a decade before the advent of concrete music, Schaeffer had been involved
in the technical, journalistic and theoretical aspects of the broadcast
media at Radio Francein Paris (RTF)., Out of the context of sound in
radio, he conceived of concrete music and was uniquely pesponsible for
the first experiments, the initial development of an aesthetic-theory,
and.a compositional methodology. As well, he chronicled its progression.

His writings are the only primary source of information for the first
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years of this experimentation.

The translation, L'Experience Coneréte en Musique, was originally
published in 1952 as the third section of a four part book, 4 la
Recherche d'une Musique Concréte. The first two sections are journals
that outline the development of concrete music in the years of its incep-
tion, 1948-1951. These journals detail the experimentation with sound:
the formal conundrums and the compositional results. They are imbued
with the incredible excitement and bravado of open-ended research.

L’Emperience Concrete en Musique, written in 1952, is a reflection
on the undertaking, an attempt to coalesce haphazard ideology and fortui-
tous acciaént into unified theory and methodology. It is in this section
that certain axiomatic ideas, emergent in the first concrete experiments,

) become crystallized and conscious. Schaeffer unfurls the banner of
fﬁexperimental methodology" ovér musical composition;fand solidifies the

S

remarkable concept of musical research, He expands field of musical
material to include environmental sound, and espouses an empirical
approach to composition. Optimally, constructional ideas would derive
from sound rather than from preconceived formal patterns. Compositional
material consisted of sound objects created by severing a sound from its
causal confext, and eliminating dramatic-literary allusion.

This work is also replete with a prescient phenomenology of music.
This perspective is a primary aséect of Schaeffer's later work. His
book, Traité des Objets Musicaux, 1966, as well as research in which he
pa}ticipated pursué a solfege of the sound object -- a detailed inquiry

into the perception of sound. This phenomenological concern is present

throughout this translation, and three of the seven chapters deal directly



iv
with a subject-object relationship in music.

L'Experience Concréte is exploratery -- a venture into unknown
territory. Terminology is not pre-existent and must be invented or
improvised. A sense of the obsolescence of the prevailing musical system
pervades the work, lending it an eschatological cast (a meditation on the
musical apocalypse), even as it speculates on new possibilities and artis-
tic expansion. With all of its inconsistencies, it is a jourmalistic
syncretism of considerable value.

The second translation is a foil to the first. ILa Musique Eeartelée
published in this English translation irf 1980, continues the premise of
an experiﬁental rather than an a priori approach to musical composition.
In this instance, however, Schaeffer's thought is more clearly evolved.
Illustrative references no longer range cver the arts as in L'Experience
Cbncr;te, but focus on contemporary music, using a hypothetical musical
apogee (the eighteenth century) as a qualitative parameter. The article
is an anatom? of musical experience rather than a presentation of a
methodology of music. It provides a referential framework for 4 la
Recherche de la Musique Coneréte.

This introduction to the translations will clarify terminology and
provide coﬁtextual references to Schaeffer's thought. Specifically, it
will explore those premises about music and the nature of musical experi-
ence that are endemic to concreté muste and shaped its.compositional
direction. Tools of literary criticism are appropriate to the material

and have been used in this study.
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INTRODUCTION



I Pierre Schaeffer and the beginnings of electro-acoustic music at
RTF in Paris

The genesis of electro-acoustic music in France can be equated with
the experimental work of Pierre Schaeffer (b. Nancy, France, 1910). In
1948, with vague aspirations of realizing a comprehinsive form of expres-
sion through sound, Schaeffer brought noise-makers into the Studio d'Essai
of the Eudiodiffusion—fé%é;ision Francaise (RTF) in Paris. His recherche
sur les bruits became musique concrete. In 1949, he was joined by com-

+ poser Pierre Henry; within a short period numerous cther composers and
musicians were associated with the studio. 1In 1951, the Groupe de
Recherche de Musique Concréte (GRMC) was incorporated at the RTF.

Concrete music refers specifically to the initial decade (1948-1958)
of electro-acoustic music at RTF. This time span is clearly delineated:
1948 marks Schaeffer's venture into musical composition from his work
with sound in radio; 1958 is the year that the GRMC dropped the "concrete"
from their name to become the Groupe de Recherches Musicales. Schaeffer
alone was responsible for the first musically oriented experiments with
sound at the RTF. Moreover, he provided the controlling factor in the
technical-aesthetic direction that influenced experimentation and com-
position throughout this period. The "school" of electro-acoustic
composition and research that he inadvertently founded in 1948 has
continued actively to the present.

Schaeffer's training was in radio technology. Betﬁeen 1931 and 1934,
he studied at the Ecole Supé}ieure d'Electricité et des Téié;ommunications,
and at the Eecole des ZéiééoMmunications.db la Eudiodiffusion-Iéiébision

FTan%aise, receiving diplomas from these institutions. He subsequently



worked in radio in Paris, Strasbourg, and Marseille before returning
finally to the RTF in Paris in 1942, He remained with this organization
until 1974,

The venture into music followed naturally from Schaeffer's radio
work in the decade prior to 1948, Schaeffer was concerned with the
technical and theoretical aspects of sound in broadcasting, For example,
he wrote the essay, Vingt,legons et travaux pratiques destinds auzx
musiciens melangeurs,and in 1942 began the study- Esthetiques et
Techniques des Arts-Rélais. His interests were multiple, extending into
literature, radio journalism, and music. " During this period he produced
a biography, Clotaire Nicole (Ed. du Seuil, 1942), critical essays, and
the radio magazine, Une Heure du Monde. He maintained formal contact’
with the music world by zontributing a column on radic broadcasting to
La Revue Musicale (1938). Indicative of his radio production, throughout
1943-44 Schaeffer created an eight part radio serial, La Coquilles
a PZanétes. M;sic composed by Claude Arrieu was incorporated; prophetic-
ally, however, sound effects provided by Schaeffer played an important
rolé. ‘

Concrete music began in the studio of the Club d'Essai. (The name
Studio d'Essai had been formally changed *o Club d'Essai in 19u44).
Schaeffer was closely associated with the Studio d'Essai from its incep-
tion in 1943 as a training and research branch of the RTF. The very name
of the newly created studio suggests the tenor of the work that was to
carry over into concrete music five years later.

Schaeffer's initial motivation to music was literary. His aspira-

tions parallelled a poetic misconception of music that was particular to



France.1 Writing, he felt, was able to be explicit only by sacrificing
the total experience. Music was a preferable medium because "it did not
wish to say anything."2

His tangible goal was the creation of a symphony of noises, and in
March 1948 he amassed a whimsical roster of noise makers garnered from
the Depértment of Sound Effects of the RIF, This luthérie consisted of
bicycle horns, gongs, birdcalls, bells, an alarm clock, rattles, and a
. whistling top. In April, 1948, Schaeffer acquired the entrails of an
organ which had been destroyed during the war. The pipes became part of
an enormous xXylophone which could be struck or blown. Confronted with
diverse sound producing instruments, Schaeffer soughta piano des bruits
that would facilitate performance. Significantly, Schaeffer called his
work at this time recherches sur les bruits. Cencrete music had not yet
been discovered.

The critical event in the mavement towards concrete music was
Schaeffer's entrance into the sound booth. Instead of concentrating on
soupd makers, Schaeffer began to work with recorded sound. With the
assistance of engineer Jacques Poullin (another engineer, Raymond
Vercheres, was also briefly involved in concrete mustic in 1948),the first
primitive techniques of concrete music were developed. All of Schaeffer's
subsequent theory depended on this shift in emphasis; from this point on,
use of machines became active and constructional rather than passive.

The first concrete action, according to Schaeffer, was the recording
of a bell after its attack, Its decay was optionally compensated with
‘the pétentiometer. Sounds produced this way were effectively neutralized

and could be isolated on separate record discs. Schaeffer speculated on



the creation of an encyclopedic musical instrument, "Le plus général que
soit".3 Records could be dispensed on individual turntables which would
be played successively or simultaneously by means of contact keys con-
nected to a keyboard. Schaeffer imagined himself surrounded by twelve
dozen turntables, each controlling a single note. With the naive
enthusiasm of an inventor, he considered patenting his idea.

Prolific creation and concomitant sophistication followed immediately.
Between April and October of 1948, Schaeffer composed five studies
collectively titled EFtudes de Bruit. On October 5, 1948, the first
concert of concrete music, the Etudes de ‘Bruits under the title
Concert de Bruits, was broadcast in Paris.

Etude #1 -- "Deconcertante" ou Etude aux tourniquets;

Etude #2 -- "Imposéé" ou Etude aux chemins de fer;

Etude #3 -- "Concertante" ou Etude pour orchestre;

Etude ff4 -~ “Composée" ou Etude au Piano;

Etude #5‘—— "Pathétique" ou Etude aux casseroles.’

The Etude aux chemins de fer, the Etude aux tourniquets, and the
Etude aux casseroles used environmental and 'found' material, while the
Etude pour orchestre (also titled, Diapason concertino) and the
Etude au pitano used conventional musical instruments and traditional
musical material. The studies presented particular compositional problems
and procedures. The environmental sounds, for example, alluded to their
causal context with associative results that conflicted with Schaeffer's
musical designs. Schaeffer also felt the need to establish compositional
intent in those pieces constructed with 'found' material; he did not want

his work to be experienced as random successions of noises. As repetition
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was his solution to this dilemma, his collage§ characteristically repeat
sounds, The pieces that used traditional material forced the question

of material suitability in concrete musie. Certain simple manipulations
were used constructionally in all of the pieces. Sound was reversed, for
example, or played back at speeds different from the speed used in the
recording,

Each piece implicated specific compositional ideas. The Ztude aux
chemins de fer was seminal in Schaeffer's recognition of the tension
between the associative, allusory quality of found material and 'music'.
The use of repetition to imply musical construction became a conscious
design in this study. Further, Schaeffer subtitled the piece "imposéé”
because he had restricted the material of his composition to train sound.

In fact, the primary concern of this study is sound material.
Schaeffer's original procedure in the creation of his poééie ferroviaire
failed, He had visited the Gare des Batignolles and recorded the sounds
of trains. Tﬁeoretically, these sounds would be transformed in thé studio
to construct the study. The recorded sounds, however, did not conform to
Schaeffer's expectations énd he was forced to borrow sound effect discs.

The exercise was a lesson in gathering and recording material for
concrete music. The effect of the live sound differed from the recorded
version heard in the studio. This realization was a confrontation with
- irrationality and chance. Schaeffer desired rational, intentional proce-
dures for musical composition. Raw sound could not form the primary
material of concrete musie.

The Etude aux tourniquets involved the manipulation of an

unsuccessful composition which Schaeffer had produced before his



auspicious move into the sound booth, Its original form was a recorded
performance of a simple score composed by Gaston Litaize for three
zanzi, an African xylophone, bells, and two musical tops. Schaeffer
described the effect of submitting these sounds to a traditional score
as equivalent to caging gazelles;S the manipulated result was termed a
radio-isotope of the original recording.6 Its construction underlined
Schaeffer's procedural direction, ' Conecrete music was not the recording
+ of unusual sounds or noises, even if they had been previously organized.
It was the manipulation of pre-recorded sounds.’

The final study, Etude aux casseroléé is remarkable in being a
spontaneous collage. It is a crystalization of sonic play. The construc-
tive elements are surrealistically diverse: a pedagogical recording of
diction interrupted by a cough; the sounds of barges on the canals of
France; an American harmonica; and Balinese chant. The compositional
procedure is totally haphazard. Schaeffer described the "virtuosic
exercise of manipulating four potentiometers and eight contact keys" as
bringing "rewards to the innocent: Etude #5 (called 'aux casseroles'
because it begins and ends with the sound of a turning tin can) is born
in several minutes -- the time it takes to tape it."7 As Etude aux chemins
de fer, this study gauges Schaeffer's intoxication with sound. He was
fascinated by a rotating tin can, and included the sound en bloe in the
composition. He was becoming aware of the inexhaustible fecundity of
conerete material,

The Etude pour orchestre and the Etude au ptano used traditional
instr;ments in an attempt to effect compositional continuity. Schaeffer

longed for a suitable instrument for concrete music,'" an enormous



cybernetic machine able to satisfy millions of combinations."8

As long as I have at my disposal only two or four turntables

to realize approximate sequences, I remain shockingly prisoner

of a discontinuous style. Everything seems crudely made."9
Two studies for piano,called Etude Violette and Etude Noire were produced
at this time with the assistance of Pierre Boulez. Boulez played chord
series.in different styles ( classical , romantic, and atonal) which
Schaeffer recorded. These sounds were considered primary compositional
material, Schaeffer then altered them electronically before he deployed
them constructionally. The Etude pour orchestre consisted of manipulated
orchestral sounds interchanged with acouétic piano. Pianist, Jean-Jacques
Grunenwald created a live improvisation in response to the recorded
segments.

Etude Violette and Etude Noire were reasonably effective in obscuring
the traditional source, and successful in creating continuity through
their homogeneous sound material. FEtude pour orchestre, however, demon-
strated the great discrepancy between recorded conmerete sounds and the
acoustic materials of traditional music. Schaeffer noted in his journal
that the forms inherent in recorded and manipulated sounds were completely
different from any traditional musical style.lo

The progression from the initial tentative exploration of sound to
the radio performance of conerete music took only six months. The ground-
work was laid for future compositicn, and a musical direction was already
evident, Of primary importance at this early stage was the use of
fragments of pre-recorded sounds to construct compositions. This led to

the concept of the 'sound object! (an isolated fragment of sound as a

basic compositional unit). In the Etude aux chemin de fer, Schaeffer




refers to the geometry of the 'object' (fragment) as opposed to the
algebra of the musical tone.ll Out of this compositional concept, com-
bined with the expansion of available ccmpositional material through
recorded sound, arose the consideration of concrete music as a radical
alternative to traditional music., Three years later, Schaeffer described
his initial exploration as an impending musical renaissance.

The principle of concrete music is contingent on the fact that

it is possible to produce and isolate elementary sound material.

This can be transformed in various ways and used in composition

following a technique in which new resources feed musical

invention.

It is immediately apparent as the first experiments were so

surprising, that it is not a question of affirming an aesthetic

tendency. These initial compositional attempts posed the

question of a possible renewal of the whole of music.12?

In 1949, Pierre Henry, (b. Paris, France, 1927), a student of
Messiaen, joined Schaeffer in the studio, marking the end of Schaeffer's
isolation. With Henry came a subtle change. Although composition
increased, Henry also concentrated on the production of sound objects.
The material of concrete music suddenly proliferated. Compositions also
hecame more ambitious and longer. The Symphonie pour un Homme Seul, for
example, a collaborative work of Henry and Schaeffer composed during

s 13
1949-50, exceeded twenty minutes.
Concrete music gained public exposure. In 1950, Schaeffer published
g \ g \ . * - - .
the article Introduction a la Musique Conecrete outlining his first experi-
ments. In March 1950, the first public performances of concrete music
took place in Paris at the Sorbonne and the Ecole Normale de Musique. It
was presented as well in Salzburg, Austria and at the Berkshire Music

Centre in the United States,

The expansion and continued exposure of concrete muste gained
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momentum through 1951. Early in the year, the RTF provided a studio
expressly for concrete music, It was equipped with apparatus developed
by Jacques Poullin with aid from Schaeffer: the pupitre de relief, a
device which created the illusion of sound moving through space; the
morphophone which produced variable reverberation by means of a tape-
loop system with adjustable filters; two phonogénes, machines for playing
tape-loops at various speeds (one was designed to facilitate continuous

_ variation, while the other was activated by a twelve-key keyboard with

a two-position transposing switch, producing twenty-four distinct
pitches). Multi-channel tape recorders superseded multiple turn-
tables.lq In July 1951, a concert in Paris presented another performance
of the Symphonie pour un Homme Seul which exploited spatial sonic effects
made possible by Poullin's pupitre de relief. At the same concert, a new
collaborative composition of Schaeffer and Henry, Toute la Lyre {thkéé 817,
a concrete opera, was performed. In July 1951, Schaeffer participated

in the Ferienkurs fur Neue Musik in Darmstadt, Germany.

Concrete music had extended past its genesis in the creative imagina-
tioﬁ of a single individual to become the begimnings of a 'school' of
electro-acoustic composition. In October 1951, the statutes of the Groupe
de Recherches de Musique Coneréte were approved by the director of the RTF.
Composers Plerre Boulez, Michel Philippot, Jean Barraque, and André
Hodier participated with Schaeffer and Henry in the formation and initial
studio work. During 1951-52, Karlheinz Stockhausen was in the studio; in
1952, significant serialist works, the two Etudes of Pierre Boulez, and
Iimbrésturé;s of Olivier Messiaen were realized at the studio of the

GRMC,
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At this time as well, concrete music received radio exposure through-
out Europe, and there was contact and interchange with other composers
experimenting with electro-acoustic music. Two concerts held at the
Conservatoire in Paris in May of 1952, Deux Concerts de Musique Cbncﬁéte,
illustrate the expanded dimensions of concrete music. Far from the
modest Concert de Bruits, these concerts presented works of Schaeffer,’
Henry, Olivier Messiaen, André Hodier and Pierre Boulez. At the end of
1952, Schaeffer's chronicle of concrete music and theoretical reflection,
A la Recherche d'une Musique Concréte was published. It was the demarca-
tion of 'the end of a beginning'. ‘

The ensuing five years of the GRMC witnessed continuing compositiocnal
activity and the involvement of different composers in the activities of
the studio. In July of 1953 and January of 1854, Hermann Scherchen and
Philippe Arthuys participated in the first international workshops of
concrete mus?c. In 1954, Darius Milhaud used the studio to realize an
electro~acoustic section of his cantata, La Riviéfe Endormie. In the
same year, Edgard Varese completed Dbserts in the CRMC studio. Through
1956-57, composers Ivo Malec, Roman Haubenstock-Ramati and Henri Sauguet
made an appearance; and Iannis Xenakis began his five year association
with the GRMC with the composition, Cbncréte PH for the Phillips Pavil-
lion at the Brussels World Fair.

In 1955, the Symphonie pour un Homme Seul was presented by Le Balle?f
de 1'Etoile with choreography by Maurice Bejart. In 1956, the first two
recordings of concrete music were released in France.

' The appearance, in 1957, of a special edition of La Revue Musicale,

vol. 236, Vers une Musique Experimentale exemplifies the range of the
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GRMC, This edition, produced under the direction of Pierre Schaeffer,
was caoncerned with the international development of electro-acoustic
music and contingent fields such as technology in music and ethno-
musicology. It had been prepared for release in 1953, The publisher,
Albert Richard, withheld the issue because of personal reservations about
the application of machines to music, Schaeffer's Letire 3 Albert
Richard, included as the forward to the 1957 publication is an eloquent
defense of concrete music. Schaeffer outlined the mandates of concrete
musie and in doing so indicated his continuing influence on the ideo-
logical direction of the studio. .

Throughout this period, Schaeffer did not compose, although he main-
tained primary connections to music. His activities were multi-directional.
He published an essay, La Voix comme Materiqu Musicalas well as an essay
on G,I. Gurdjieff. His radio adaption of Gurdjieff's book, Ré;its de
Belzebuth @ son petit-fils was broadcast. Under the auspices of the French
Association for the Study of Phonation and Language, he began a series of
lectures at the Sorbonne, In addition, he was director of Radiodtiffusion
de la France d'Outre-Mer (Sorafom) and participated in diverse inter-
national music conferences at Barcelona, London, Gravesano, and Venice.

The change of the GRMC to the Groupe de Recherches Musicales marks
the present period of composition. Pierre Henry and Philippe Arthuys
departed to form the Studio d'Apsom. New composers, Luc Ferrari,
Francois-Bernard Mgche, and later André Boucourechliev joined the
reconstituted organization, The change was an indication of the
increased sophistication of the work at the studio, accrued through the

fertile period of GRMC, Schaeffer's own work, for example, was concerned
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with the "anamorphosis" between music and acoustics. The direction of
the group as a whole veered towards collective composition and research
into musical experience and the perception of sound. Pivotal in the
research was the concept of a saolfege of sound objects. This was both

an inquiry into perception and a pedagogy for listening. These ideas
were ﬁresented formally in Schaeffer's book, Traité des Objets Musicaux
(Ed, du Seuil, 1966). As the experimentation became universally oriented,

Schaeffer remained a spokesman and a unifying force.
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II The Translations

PROLOGUE

The two essays presented in translation are widely separated chrono-
logically. A quarter century falls between La Musique Ecartelée (1978)
and L 'Experience Concréte en Musique (1952). In the interim, Schaeffer's
work in electro-acoustic music expanded enormously. His explorations
included communications, the inter-relations between the sonic and visual
arts, and the pursuit of a phenomenology of sound. The electro-acoustic
music studic at the RTF in Paris dropped the word "concrete'" from its
title and had accommodated changing groﬁps of composers. Schaeffer left
the organization in 1974, Comparison of La Musique Ecartelée1x)L'E&perience
Concréte en Musique, however, provides evidence of the continuity of
Schaeffer's thought throughout the evolution of Schaeffer's work in electro-
acoustic music. Basic premises about the nature of music and musical
experience perdured.

L’Emperienaerncr;teen Musique was published in 1952 as part of the
book, A La Recherche d'une Musique Concréte. The book is divided into
four sections: I. Premier Journal de la musique concréte (1948-1949);
II. Deuxteme Journal de la musique coneréte (1950-1951); 111. L'Experi-
ence concréte en musique (1952); and IV. Esquisse d'un solfébe concret.
The journals chronicle Schaeffer's first experimentation with sound to
the establishment of a concrete music studio at the RTF in Paris and the
incorporation of the GRMC. In these sections, Schaeffer also discusses
theory and ideology as it arises in the context of his experimentation.
Thelfourth section was written in collaboraticn with accoustician, André’

Moles, of the Centre National de la Recherche Scientifique. Esquisse
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d'un solfébe coneret provides explanation for the terminology and techni-
cal aspects of concrete music that appear in the other sections., It is
the embryonic version of work undertaken by Schaeffer and the GRMC, con-
cerning a solfege of the sound object. As the word "solfege" indicates,
acoustics in concrete music were premised on the perception of sound.

L'Experience Conerdte en Musique is a theoretical-ideological reflec-
tion on the other sections, In this essay, Schaéffer consolidates his
thoughts about musical experience; through analogy and comparison, he
wrestles with the portent of his experimentation with sound. Unforeseen
changes that accompanied the expanded field of sound material appeared to
have invalidated the existing musical system. §9haeffer's ambitious
essay specified the inadequacy of traditional music, yet also recognized
its value. Through an examination of traditional music, Schaeffer con-
structed a definition of the true nature of music. The conclusions that he
reached provided both an explanation of traditional musiec and a direction
for the new art: concrete music.

Ideas from L'Experience Coneréte reemerge in La Musique Ecartelée. This
arficle was written in 1978 for the journal of art criticism, Vanguard.
It was published in this translation in February 1980.15 La Musique
Ecartelée presents a paradigmatic definition of the perception of sound,
and particularly the perception of music. Implied in this consideration
of musical experience is the relational chain, composer-musical object-
listener (subject-object-subject) which was formulated in A la Recherche
d'une Musique Cbncr;te. Also indicated in La Musique Ecartelée is the
higher purpose of music as communication and knowledge ~- ideas that

\ .
monopolize much of L'experience concrete en musicue. Schaeffer's
P xp
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teleological approach to music16 directed his thought through more than
twenty-~five years of research,

La Musique Ecartelée is also a critical precis of a century of
experimentation with sound focusing on the musical trends represented
by the work of prominent contemporary composers. Although the short-
comings of the critique are obvious -~ Schaeffer, for example, has
chosen a predictable roster of composers to represent contemporary
composition -- there is an intellectual piquancy about his conclusions.
Criticism is ameliorated by humorous sketches that counter the 'high
seriousness' of the works described. As arbiter of these works,

Schaeffer is guided by his convictions about musical experience.

Most of the problems in the two translations occur in L'Experience
Goncr;te en Musique. The piece is troubled by innaccuracies, problema-
tic allusions and inconsistent terminology. The journalistic range,
which draws on all the arts, science, mathematics, and musical examples
to enforce i&gas, is often not elucidating. Rather it confuses the issues
at hand.

The terminology that describes Schaeffer's venture into music,
for example, is used with varied connotations. Care must be taken with
the word "concrete'" and its verbal derivative "to concretize'". "Concrete"
appears in different contexts such as "concrete music'" or '"the concrete
aspect of music". Its meaning becomes complex in antithetical pairings
such as "concrete vs. abstract", "concrete vs. traditionai", "concrete
vs, electronie", and "concrete vs. dodecaphonic". Similarly, the "subject-
object" terminology that defined Schaeffer's ideas must be referenced to

Schaeffer's definition of musical experience as revealed in the essay.
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This relational sequence, subject-object-subject, epitomizes Schaeffer's
musical perspective and therefore the tenor of his argument.

Although "concrete" appears in La Musique Ecarteléé, its use is
minimal and peripheral to the main ideas. The "subject-object" terminol-
ogy does not occur in the article, although the concept of this experiential
relationship is implicated.

Considered together, the translations represent a valiant attempt to
order the disparate nature of contemporary music by arguing a first cause
--~ an absolute definition of music. In another sense, the need to define
or construct a universal context for musical composition was endemic to
composers working immediately after the second world war. This phenomenon
can explain the tone of L 'Experience Concrdte en Musique. The fact that
this necessity is carried into La Musique ECarteZé; is not unusual. This
latter article is the work of the same man whose involvement with music

began during this crucial period.
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Towards a definition of concrete music

The connotation of the word "concrete'" and the meaning of concrete
music are problematic. In Schaeffer's writing, they are evolutive and
contextually differentiated. This requires a detailed inquiry which in
turn will provide a foil to encapsulated encyclopedic definitions of
conecrete music.

In both French and English, the current definition of "concrete'" is
the adjectival reference to something that is "existing in material form,
or as an actual reality, or pertaining to that which so exists",l7 or
to that which is material, palpable, pos"itive,existent.l8 This was not
the initial meaning. '"Concrete" derives from the Latin concrescere,
translated as se solidifier and "to grow together"; it was therefore
antonomous to fluide and "discrete" rather than to "abstract". "Concrete"
approached contemporary usage as a philosophical term indicating an
essence or quality '"concreted" to substance.lg

The current acceptation of "concrete'" is applicable to Schaeffer's
first experiments with pre-recorded sounds. The first connotive layer
of'concrete music refers tqQ its material. It indicates a music that
is made with recorded pre-existing sounds. This initial connotation is
epitomized in André Boucourechliev's definition of concrete music
in the 1972 edition of the Harvard Dictionary of Music. He states that
the "basic idea (i.e., of concrete music) is to replace the traditional
material of music (instrumental or vocal sounds) with recorded sounds
obtained from many different sources such as noise, voice, percussion and
othe'rs."20

Alone, this definition is insufficient. Schaeffer provided a more
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¢ % e e .
substantial description for Fasquelle's Encyclopedie de la Musique
(1958-61), Here, concrete music represents a complex attitude to
sound,
The original contribution of concrete music to sound material
was that it facilitated the transformation of a pre-recorded
sound. Its form, timbre, tessitura, dynamics, or pitch can all
be varied., The resulting "sound objects" can be grouped
according to the laws of similitude, as are orchestral instru-
ments. Since each sound will submit to a multitude of
electro-acoustic manipulations, the number and diversity of
these resulting families is limitless. The manipulations,
moreover, retain the living character of the sound. This
fluctuation and dissymmetry are always preferred in concrete
music over electronically generated sounds.21

Although Boucourechliev indicates that the primary material is subse-

quently manipulated, he qualifies his statement with the inde:iinite phrase

"as a rule", The implication therefore belies the procedure that

Schaeffer clearly intends.

As a rule this material is subjected to various modifications:

a recorded sound may be played backwards, have its attack or

resonance cut off, be reverberated in echo chambers, be varied

in pitch by changing the speed of the record or playback, be

modulated in various ways, etc...22

This connotation of conerete music as music made with recorded pre-
existing sounds is in common practice. The simplicity of this definition
results in ambiguity rather than clarity. All that it stipulates is the
primary source of the material, its selaction and isolation. If a com-
poser subsequently wishes to construct a piece, an open field of organiza-
tional possibilities and purposes can feed his compositional needs.

This is demonstrated by an examination of other works which unarguably
are not concrete music, yet use recorded pre-existing sound as primary

material, These works may even manipulate the sounds before constructing

pieces, The compositional practice of the World Soundscape Project
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centred at Simon Fraser University in Vancouver, British Columbia, con-
forms with the material requirement. However, World Soundscape requires
that the originating environmental context be maintained. In Schaeffer's
ideology, as constructed from his own experimental works and reflective
statements, this would not be concrete music.23
Similarly, Steve Reich's composition, It's Gonna Rain, uses tape-
loops of a pre-recorded voice, An extreme example, it serves to point
out how easily this definition can be misconstrued. This piece does
manipulate recorded pre-existing sound, but it would be inappropriate to
associate this work with concrete music. It's Gomna Rain, derives from
a totally different compositional directive (the exploration of sound
phasing) and can be seen as the embryogenesis of Reich's current music.
It is not apposite to Schaeffer's work.
The comparison of Italian Futurism to conerete music is also made
at the level of material. Both extended timbral possibilities in musical
construction. In the first decades of the century, the Futurists con-
s;dered that the renewal of music lay in environmental sound. Luigi
Russolo, in the manifesto The Art of Noise, promoted the use of noise in
music and prophetically sketched musical imperatives that were not
realized until mid-century.2u Schaeffer was severely criticized for not
acknowledging these artistic precedents.25 His statement, however, that
Futurist work was fundamentally different from his own, is accurate and
justified, Paralleling these two chronologically disparate sonic explora-
tions serves only to obscure both, Russolo's concerts with Intonarwmori,
like Schaeffer's experimentation, were premised on the need to expand

the range of musical material to include noise., Otherwise, as realizations
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of scores, the intonarumori concerts are equivalent only to Schaeffer's
first attempt to compose with noise-makers in the Club d'Essat. This
aspect of Schaeffer's work lasted only a few weeks. Russolo concentrated
on noise-producing instruments throughout his life.

Pre-existing sound, however, did figure in Futurist pieces. The
compositions of Filippo Tommaso Marinetti, A Landscape Heard, and Silences
Speak Among Themselves are remarkable in their use of isolated sounds,
incongruous juxtapositions, and interceding silence. Within the context
of Futurist art, they are comparable to other equally elegant works such
as Angelo Rognoni's Weariness; Guglielmo Jannelli and Luciano Nicastro's
collaboration Synthesis of Synthesis; or Francesco Cangiulo's There is
no Dog.27 These pieces use images instead of sound or in conjunction
with sound; sound is possible but not exclusive material. Here, sensory
or emotional images or events are isolated. Deprived of contextual
meaning, they gain heightened significance. Marinetti's works are better
described as'sonic art than music, As such, they are historically
important above their continuing merit as compositions. They are differ-
eﬁt in essence and intention from Schaeffer's work with pre-existing
sound. A superficial comparison undermines their significance.

Conerete music cannot be circumscribed at this primary level. A
material description remains incomplete. Schaeffer's early writings
about his endeavour provide a more comprehensive definition. Within
A la Recherche d'une Musique Cbncr;te the word "concrete" and the term
"econcrete music!" occur in different contexts. The connotation becomes
more complex, but the practice becomes clearer.

\ . .
In L'Experience Concrete en Musique, for example, the word 'concrete'
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is employed to indicate the contexture of sound or timbre. This adjec-
tival designation is accompanied by the noun "concretization" which
Schaeffer uses to mean a total concern with timbre rather than form.
(This is an unusual use of "eonecretization" which in common parlance is
synonymous with "materialiser". In correct usage, a performance of a
Beethoven string quartet would be a "concretization".) In this connota-
tion, "concrete" is a characteristic of any music.

Moreover, this generalized designation provides a common ground between
traditional practice and Schaeffer's exploration of sound. Schaeffer
speaks of Schoenberg's Klangfarbemmelodie as the "concrete preoccupation

28 _— : - ;
of Schoenberg." This in turn becomes a basis for a sense of historical
continuity through the compositional fixation on material.

In order to clarify later discussion, I will define the develop-

ment of the concrete aspect of music. A fixation on the

contexture of sound rather than pure form is evident in the

work of instrumen® makers seeking refinement, or the increasing

importance placed on the orchestra. This tendency is apparent

in Wagner's emphasis on the timbre of the horns rather than

their melody. It continues in the significant experiments of

Debussy and Ravel, and leads finally to Stravinsky...29
Using this connotation, Schaeffer juxtaposes "concrete" to "abstract"
in an encapsulation of contemporary music into two opposing tendencies:
one focuses on material, and the other on increasing formal complexity.
Schaeffer uses Schoenberg and Stravinsky to exemplify these tendencies.
In a statement, for example, in which he describes the deadlock of the
traditional system, he says that "contemporary music is restricted by
maintaining a traditional method of 'making music'. And this applies
to abstract, formal considerations as well as to the concrete aspects
30

- n
of music.

"Concrete'" as the material of sound again gives only a partial
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description of concrete music.  Schaeffer acknowledges that concrete
music does not exclusively describe the material content of his musical
exploration but consideration of form as well.
Certainly, if a "concrete" school exists, the word "concrete"
must be taken as a broad appellation that is both provisionary
and incomplete. The concrete aspect of concrete music is
evident to the point where it demonstrates the need for abstract
methodology. If concrete music meant only the "concretization"
of music, it would continue an historical evolution in which
‘composers and instrument builders, (the makers of viols and
keyboards, wave generators amnd trautoniums) rival each other's
ingenuity. It would be nothing more than new instruments sub-
stantlatlng conventional procedures. (German electronic music
is a case in point.)
The 'theory' of concrete music evolves through 4 la Recherche de la
Musique Concrete. Concrete music initially implied a specific composi-
tional pradtice with definite constructional imperatives. It was necessary
in concrete music to abstract the sound from its scurce before attempt-
ing formal construction. According to Schaeffer, the first discovery
that led to the development of concrete music was the recording of a
bell after its attack.

I can say without hesitation that the real invention occurred

when I manipulated bell sounds. The separation of the reson-

ance from the attack was a generative act. The whole of

concrete music was germinally contained in this truly creative

action on sound, 32
The practical development of conerete music, as nature of this discovery
indicates was one of increasing efficacy in abstracting sounds from
their causal sources and seeking new means of formal construction.
Through 1949-50, Schaeffer even speculated about a theory of concrete
music that rivalled the ideology of the electronic music studio in

Cologne. It strove for a microscopic level of analysis and synthesis

in order to attain transmutation not just transformations. Schaeffer's
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calibrations involved time rather than frequency; his basic value was a
tenth of a second, at which level he stated that qualitative changes

became possible.

If I achieve a more intricate, microscopic level of synthesis
and analysis, m; combinations exceed transformations. They
become transmutations. I would zain ccntrol of matter as well
as form. A closed record groove is of the order of the second.
Everything changes when rmy analysis is &t the level of the
tenth of a second. Anything is possible. At this level, a
bell becomes a human voice, the vcice becomes a violin, and

the violin the cry of a gull. Patience and a machine capable
of computating the enormously comdlex numerical manipulations
would be necessary. 33

At a tenth of a second, phenomenon are too brief to be perceived
as form or matter. All znalysis znd synthesis that occur at
this level influence both matter znd form. This action would
be so radical that the initial sound would be unrecognizable.
Noise vs. musical tones, drama vs. symphony would no longer be
considerations. What would emerge would be new material for
new sonic constructions.34

Developing this theory, Schaeffer defines form and matter in music as
deriving from the same elements: frequency, duration and intensity.
Matter is permanent, however, while form is varying. Concrete music is
seen in this context as a "physics of Zorm" rather than a "chemistry of
material"” as in traditional music.

It is not surprising that musical problems have hitherto

appeared as a chemistry of materizl and not a physics of

form. Music is postulated on the physical principle of

resonance, an architecture of frequencies. Frequency, algebraic

in nature, predominates in music to the extent that it is almost

inseparable from the musical phenomenon. Music becomes

abstract and without a sensorial context. Contemporary

composers must restore its plastic characteristics.35

In addition to speculation on form, Schaeffer discusses the composi-
tional process of concrete music. An early attempt to explain concrete
music contended with the conflict between the use of environmental sound

and the traditional system. The process which he describes compares

"traditional" or "abstract" music to "new" or 'concrete'" music.
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Traditional Musical ey Tueiv
(called abstract) (called concrete)
/+/ Phase I Conception (mental) Phase I Composition (material)
' Phase II Expression (notation) Phase II Working Sketch
(experimentation)
Phase III Performance Phase III Material (fabrication)
(instrumental)

Traditional music is termed "abstract" because it is conceived

mentally, notated theoretically and finally realized instru-

mentally. Concrete music, however, begins with pre-existing

material, borrowed from any sound source, whether noise or

musical tones. It is then composed experimentally by direct

montage. After successive approximations, it achieves the com-

positional intention of the working sketch. Ordinary musiczl

notation is impossible in this situation.36
The experimental aspect of this process'is emphasized by Schaeffer's
comparison of conerete music znd the electronic music of the Cclogne
studio. This antonymous pairing opposes the experimental methoc and
empirical approach characteristic of concrete muste to the preconceived
systems that figured doctrinally in Cologne.

Allusions to the essential nature of concrete music appear in other

¥ 8 . N P .
antonymous pairings. In L'Experience Concrete en Musique, Schaeffer zgaln
differentiates between conerete and traditional music in an analogy with
prose and poetry. Concrete music, like poetry, according to Schaeffer
was concerned with the substance of its material, while traditional music,
like prose, was concerned with signification. Also in L'Experience Con-
\ id - 3 - . -

ecrete en Musique, concrete music is compared with dodecaphonic music as
the progressive edge of contemporary music, using other material and
seeking other formal possibilities beyond the linear organizatiocn of
pitch.

The ultimate complexity of the term “"concrete music" is evident i

. * . b
one observes the evolution of the meaning through L'experience concrete.
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Schaeffer's phrase, "the concrete aspect of concrete music" points out
the root of the confusion. Schaeffer has used the word, "concrete" in
juxtaposition with the term, "concrete music" which is significative as
a unit. The context makes the meaning of '"concrete aspect" clearly
equivalent to the contexture of sound. "Concrete music", however,
remains undefined. In the many references to concrete music in A la
Recherche d'une Musique Concréte, it is evident that Schaeffer himself
is pursuing definition. Conerete music absorbs the additive layers of
Schaeffer's thought. It is evident that "concrete music" refers to a

complex ideology and not a sing

ular meaning.

Concrete music is synonymous with Schaeffer's early experimentatic:z
with sound; its meaning is accretive through A la Recherche d'une
Musique Cbncr;te. Through the fifties,.as the musical experimentation
of the GRMC became more sophisticated, the term lost its import. Its
designative problems are inherent in the word "concrete" as well as in
the accumulated history associated with concrete music. Significantly,
the word "concrete" was omitted when the GRMC was restructured in 1958,
J Conerete music, therefore, is a historical-ideological reference
to an aspect of the development of electro-acoustic music. It is not &
generic term. Morover, its time-frame is specific. Schaeffer's work
with the GRM, for example, cannot be equated with concrete music.
Schaeffer himself sounds the death knell over the significative use of
the term "concrete music". In 1966, in the preface to Soljége de L'Ob/ <z
Sonore he states that "the most sterile dispute, obviously, is that be-

.
tween the abstract and the concrete which are both present in all objéc:s."

Throughout the introductory text, the term 'concrete music" has bez:n



italicized whenever it refers.to this idea complex. When the adjective
"econcrete™ modifies a noun-other than "musice", but retains this conno-
tation, it is also italicized.. In the translations, quotation marks a-:
italicization of this term correspond.to the original; the varying

connotations- of "concrete' are discernible in context.
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The subject-object reference

Schaeffer uses the words, "subject" and "object" extensively through
out L'Experience Concréte en Musique. These words refer specifically to
Schaeffer's definition of musical experience represented by the paradiga:
subject-cbject-subject, The two subjects of the paradigm are the
composer and the listener; the object is %he interceding sound.

The musical object (and therefore the entire paradigm) owes its
existence to the recording of sound. With recording, a sonic construc-
tion is 'objectified' as sound; this 'objectivity' is not present in a
score. or a performance. !

These same instruments (i.e., of conerete music) extract the

sound entity from its ephemeral milieu, allowing it to be

reproduced. Its identity is crystallized. This music

exactly corresponds with its performance, integrating design

and realization, mind and matter. Thus, the record or tape

irrefutably contains the "musical object.38
Although not specified in L 'Experience Conerzte, the object can be 7
'separated into a musical dbject and a sound object.. The sound object is |
the primary compositional materiai, the musical object is the aesthetic
product which has been created. This distinction underscores Schaeffer's
attitude to music and the composer's mandate.

The performer is absent in the paradigm, and given only cursory
mention in both translations. This is an obvious reflection of the
compositional situation that accompanied the first work in electro-
acoustic musi&. Speculation on the demise of the performer appeared
ubiquitously in composer's writings throughout the fifties. Pierre Boulez,
for example, spoke of the performer as if his obsolescence was inevitable.
He states that "we need only be disturbed at the passing of the perfor:ing

artist if part of the 'musical miracle'! goes with him."eg
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Schaeffer implies the preferential replacement of the interceding
- CO * . \ . - -
performer in L!Experience concrete, He states that the limitation of
o a - . : - . 4o :

music is a limitation to what can be.notated and performed. In the
latter case, the limitation is the! musical pulse, a somatic refererce
to the human being. The.alternative in Schaeffer's terms would push
beyond such anthropomorphism to reflect a greater reality. He asserts
Science as the means to exceed.human limitation.

Science leads minds to conceive the inconceivable. It opens

dimensions beyond those that our senses perceive. In this

instance, it demonstrates that the physical and metaphysical

rhythms of the world cannot be measured with muscles or metro-

nomes. If music aspires to the language of gods, more complex

and therefore objective constructions must be investigated.4l

-In the translations, the word sujet has always been translated
"gybject™ rather than substituting "coﬁposer“ or "listener', since the
use of the term implies '"subject in relation to cbject". Where the use
of M"subject" alone might cause confusion, it has been qualified with the
words, "listening" or "composing",

The word objet, similarly, has always been translated as "object"
because of the implied relation. Obgjet occurs in one instance outside

of Schaeffer's context. Ernest Ansermet uses the word in the statement:

. . AY : .
"Le musiocien se: donne.moins 4 une.oceuvre 3‘fazre qu'a?une nouvelle

[] " - \ » ‘-\ .
maniere.de faire,. a wne nowvelle technique, a une nouvelle type d’objeﬁ-°-"

It would have been more consistent to translate nouvelle type d'objet
with a neutral phrase such as '"mew musical entity". However, Schaeffer
quotes the phrase later in the text.. It is very clear that Schaeffer's

use of the word objet refers to the subject-object-subject paradigm.-

Further, by association, this reference is cast intc Ansermet's staterent.

42
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The explication of musical exﬁerienbe forms the basis of Schaeffer's
conception’ of music. While "concrete" loses importance and meaning in
the interim between L !'Experience Concréte and ILa Musique Ecarteléé, the
subject-object-subject paradigm  remains-pertinent. Schaeffer's
diagrams of musical listening, crucial to La Musique E’carteZé/:e, are
premised on the paradigm. MoréoVér;‘Schaeffer's research has rested on

this conception of musical experience,



* Inaccurdcy 'in the text -

L '"Experience ecmcr;t'e.en Musique is characterized by a synchretis-
tic and homiletic style. Schaeffer uses extensive analogy to eluci-
date his argument. The illustrations however are sometimes innaccurate
or obscured; Schaeffer defined. the analogous reference according to his
needs,

Most of the problematic.references are obvious; thelr subjective
distortion; in an ironic reversal, underlines Schaeffer's ideas. This
is the case with the use of Schoenberg and Stravinsky to epitomize
specific trends in contemporary composifion. Similarly, it is apparent
in the use of Bach and Mozart to differentiate between self-referential
and 'universal' musical languages. The reference to the piano and equal
temperament is simply inaccurate. |

ﬁ@% Schaeffer's argument concerning musical 'authenticity' uses Anserm=t's

& analysis of the primacy of the fifth in music; The interval of the fifzh
and its function in tonality provecke "an authentic fesonance at the depth
of human sens:i.b:i.]_i‘l:y."q3 This argument is speculative, as are Schaeffex's
other references -to psycho-acoustic phenomena (Strickler's interior
melody, for example, or nascent concrete music in the human body). This
speculation, however, indicates Schaeffer's attempt to endow his sonic
ekpefimentation with definition and purpose.

The use of non-occidental music appears ethno-centristic. Serious
ethnomusicological studies, however, have been undertaken in connection
to the GRMC and the GRM. Schaeffer's sympathy with this music is
obvious, Moreover, he is insightful in noting that ﬁossible redefinitions

of occidental music will come from the Study of the function of music in



other cultures,

Finally, Schaeffer's extensive use of Paul Valery's essays, Man anz
the Seashell and Poetry and Abstract Thought demand comment, Schaeffer’s
quotation of Man and the Seashell to justify 'found' sonic material as
human or musical is confusing. Although Schaeffer's argument 1is
established causally, the quotations from Valery's essay do not appear
in their original sequence,

Man and the Seashell is a lucid discussion of human activity,
opposing reason and will to organic irrationality. Valery posits that
man's rational mind explores the world In terms of itself, Its inquirizs
imply the question: "How is that made?" Valery uses the example of the
seashell to indicate that nature eludes anthropomorphism and reason.
Ultimately, the construction of the shell cannot be explained.
Schaeffer's use of this essay avoids this argument.

Similarly, the distinction between prose and poetry, garnered from
Poetry and Aéstract Thought, is contested even in terms of literature. 4
The general application of "prose-poetry" to the arts serves to situatg
Schaeffer's musical activity as part of a universal tendency. The use

of this essay, as in the case of Man and the Seashell, is a marriage of

convenien ze,

Footnotes

' g ; \ 1
The author's footnotes in L'Experience Concrete en Musique have been
indicated with asterisks and included in the body of the text. Editorisl

footnotes are numbered and appear at the end of the essay.
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III The premises underlying the éxperimental method: * a critical
examination of concrete music in reference to L'Empertence Concretﬂ
“en Mustque ‘and La Musique Ecartelée.

Fundamental to concrete music was an experimental methodology.
Schaeffer emphasizes this in L’Emperie@ce Conerete en Musique and reiter-
ates it in La Musique Ecartelé;. The necessity for experimentation
developed concurrently with the éxpansion of musical material through
electronic techniques. The traditional mﬁsical system was unable to
fulfill the constructive demands of new sounds; Schaeffer sought an
alternate system to replace it. He proposed an "experimental procedure
in pusic that presupposes the scientific¢ methed where theory is controllad
by the :r'e:suil_t."kl5 Experimentation was established as the open-ended
answer to a problematic situation.

The myth of neutral scientific reséarch, however, is untenable; a
directive consisting of pre-established concepts always formulates the
inquiry. The direction of Schaeffer's experiﬁentation was éoﬁstituted

by fundamental precepts. These in turn paralleled his aspirations for

- eoncerete music.

The insecurity regarding music and music making that prevailed in
the early years of concrete mustc studio created a pressure to define
music. No available system seemed adéquate in the face of new material
and means. The prevalent instability in music experienced by composers
in the early fifties is.illustrated by a statement of Ermest Ansermet
that Schaeffer quotes at the beginning of L'Experience Cbncr;te en

Musique.
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It is impossible to know from his behaviour if the composer
still knows how or what to create, or even why he is creating.
The creative imperative, no longer present, must be fabricated.
During the inter-war years, composers assumed procedural
hypotheses, seeking music outside of its realm, their search
exacerbated by a sense of lost time. Less concern was directed
towards composition than to new methods, new techniques or new
objects...

When art loses its motive, dogmatism and formalism are substituted
for creative purpose.46

In Schaeffer's view, the lack of direction that Ansermet attributes to
the inter-war years still pertained. Since nothing definitive could be

assumed about music, composers were forced to justify their works and

.

create their own contexts.

There was no singular, ubiquitous reaction. The composers involve:
in other progenitive work in electro-acoustic music at the Studio fﬂ}
Elektronische Musik, Norawest-deustcher Rundfunk, in Cologne, CGermany
accepted music as self-referential. The ontological consideration of
music was the ghost behind the Cologne activity. It allowed both the
systematization of sound as well as the comfort of fhe historical contimu-
ity which they posited. Herbert Eimert indicates this historical
hypothesis in an article published in Die Rethe in 1955.

In the history of the "Music of our Time" electronic music might
be regarded as a final chapter or even a postlude...

But let us see the situation another way with electronic music
as the focal point of a progressive development, connected to
the most recent school of pointillism. Next comes the only
recently discovered music of Anton Webern, a point of departure
for contemporary composers, then Schoenberg's twelve-note music,
then the so-called 'modern classics'., (i.e., Stravinsky, Bartok,
and Hindemith) In this arrangement we have at least a certain
inevitability of human progress; what was seen as a postlude

now seems like our prelude.47

The first tenuous attempts at constructing pieces with electronically

generated sound were placed within a historical-stylistic framework.
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Schaeffer's response to uncertainty, on the other.hand, led to an
investigation of musical experience and the proposal of an experimental
approach to composition. The immediate and pragmatic problem in concretz
music, as in electronic music in Cologne, was one of organization and
construction.

As soon as the concept of concretée music arose. . . it was

exceeded not only by an abundance of new material but by an

explosion of formal possibilities. But unlike the new instru-

ment builders, concrete music is not seduced by this prolifer-

ation. Instead it demands an enumeration of these haphazardly

liberated objects, an inevitability in their use, and a

methodology, even if founded only on hypotheses. 8
Since the traditional system did not offer an applicable theory, one had
to be .formulated. In Paris, this search largely proceeded from the souni
material. The empirical base of conerete music was the innovative aspecs

j&”of Schaeffer activities., In this pegard, Schaeffer stated that ‘concrets
research . . . does not rigidly prescribe procedure. Instead it counsels
discretion, reliance on the ear, and respect £or the inherent properties
of the object under examination."ng

Schaeffer's experiments, however, did not just seek new ways of
composing music. He believed that under current conditions, composition

3 _COmpOS1Ttion
was_impossible except as experiment. This idea resulted from his defini-
~ _—— e .
tion of musical expgfience. Traditionally based, this definition

established the necessity of a composed piece, the musical object;
o

a composer, the subject who creates it; and a listener, the second subjeot
who responds to it, In order for the entire procedure to function (in

Schaeffer's terms to be an 'authentic'. musical experience) there had to >e
m

some correspendence between the sonic form of. the composition and a form
\hh____/—
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e ——
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intrinsic to human sensibility.
‘< —————

and - ———
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Schaeffer consideréd'éhe tonally based traditional music system to

be 'authentic' because the' frequency ratios that outlined the octave and
%P%gkfifth were connected to man.- He states that "occidental music is definel

by the function of the'dominant“;sq'anq that "the mystery of music is
contained in an affective:correspondence between human sensibility and a
ratio representing a relationship of freq_u.encies."s1 ' This system would
be invalidated when, as in.dodécaphony; its materials did not conform to
these pitch relations. Moréobér;rsince its 'authenticity' was contingen=z
on pitch, the traditional system.was inapplicable to the organization of
an expanded range of sonic material. ‘It'was unable to accommodate the
new sound resources availablé:toconcrete musie. It could offer only the
example of its validity. Expevimentation in conecrete music sought an
alternate system. |

Schaeffer's definition of.musical experience had further implica-
tions. The subject—obﬁecfesubjéct.relationéhiﬁ also constituted a
communication between composer and listener, a pattefh of events that
both participated in. Schaeffer outlines this very clearly.

The dodécaphonists did not reveal any new expressive possibilities,
but were instead involved in experimentation. . . Without a
consensus about musical language or procedure, an expre551ve
JaL object cannot be constructed or perceived. A composer who is
L( restricted by ‘pre-conceived schemesis an artisan serving an
» aesthetic automatism. Slmllarly, a listener who references his
impressions to the past or experiences music intellectually
rather than musically is a commentator on a text or diagram.
Musical language no longer exists. There is no relationship
between composer and listener through the intermediary agent
the 'musical object'.52:

All music must fulfill this double mandate of responding to an
essential element of human nature, and thereby establiéhing a communi-

cation between the two subjects. Traditional music had achieved this;
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concrete music, in this regard, had to emulate the traditional system.

I would prefer that concrete music involved both the object

and the subject, ergo the complete process. An objective zone

would be circumscribed in music where the object, its percep-

tion and creation would be susceptible of analytical examination.

In addition there would be an awareness of the two symmetrical

relationships that trace the interplay between the object and

the two subjects. In principle these active or passive rela-

tionships allow the object to be used to communicate, following

the hypothesis of language. More simply and mysteriously,

however, they connect the two subjects into communion with

the same object.53

A traditional musical situation (with composer, intentional constru:z-
tion, and listener) circumscribes compositional practice. Moreover, it
implicates Schaeffer's attitude to music, the perimeter of his experi-
mentation is visible. Schaeffer's designs for the musical object were
established early in his work with sound. Two considerations connected
to environmental sound are seminal in this regard: musical elements
must be separated from dramatic elements, and a differentiation must be
made between naturally occuring sound and music. The latter.implied a
recognition of compositional intent. Compositions that used environmentzl
material risked becoming dramatic sequences through reference to their
contexts. They also might be heard as random sounds. Neither possibilizy
conformed to Schaeffer's concept of the musical object.

The Etude auxr chemins de fer (described in the first journal of 4 l:z
Recherche d'une Musique Conerdte) was pivotal in dealing with these issuss.
The identity of train sounds is difficult to mask. Schaeffer wrote that
the Etude aux chemins de fer precariously paused between identity as a

dramatic or a musical sequence. In describing these attributes, Schaeffer

simultaneously reveals a formative idea about the nature of music.
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A dramatic sequence constrains the imagination. Events are
witnessed: departures, arrivals.’ These are reconstructed
visually. The engine moves; the track is deserted or crossed.
The machine sighs, relaxes -- anthropomorphism. This is all
contrary to music. However, I succeed in isolating a rhythm
then alternating it with a different sound colour. Dark clear
dark clear. This rhythm might remain unchangad for a long
period of time. It then becomes individuated and its repeti-
+tion causes the sqund:source.(train) to be forgotten.

Is this a musical seqiience?. If I extract a random sound element,

and repeat it without concern for its form but vary its material,

I eradicate this form.  Only the. variation of material emerges,

and with it the musical phehomencn.Sh
This specifies one of the attributes that must be present in a sonic
construction in order that it be considered musical. Music is an
assemblage of sound elements from which causal references are prescindel
~- a play of sound material in an abstract construction. Schaeffer pur-
sues this idea in wvery definitive terms:

All sound phenomenon can be considered (as can all language)
¥Q{ for its referential sign¥ication, or for its material substance.

If signification predominates and is explored, literature and

not music results.>S
The solution to this quandaryalso establishes compositional intent. The
avoidance of signification‘involves the isolation and repetition of the
sound object. The causal source is obliviated and through repetition,
the composition is perceived to be intentional. Schaeffer constructed
a descriptive score for Etude aux chemins de fer in which letters
indicated different sounds. Each sound segment was repeated, for this
action precisely demonstrated that the composition was not haphazardly
listed from naturally occuring sound phenomena.

A series (i.e., of sound: fragments)@sPs¢,d,e,%,8, would probably
%ﬁ$ be without expressive characteristics. For in the last analysis,
/% npature can provide us with such a sequence in which no creative

power can be discerned... If I compose a sequence in which I doubl=s
each of the fragments, aa,bb,cc,dd, a will is immediately apparent
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that cannot in any way be confused with chance. Nature never
repeats the same thing. ., . I could then follow the repeated
sequence with a series of single events, for this subsequent
succession of events would gain the character of intentional
composition by association with the preceeding sequence.>6

This concern for intentionality reoccurred in 4 la Recherche d'une
Musique Coneréte. Here, however, :its implications weighed
on the subjects rather than the musical object. At the end of the first
journal, Schaeffer records a conversation that took place after a public
concert of concrete music. Schaeffer was asked if the sound of waves
constituted music. He replied affirmatively.

Although the action did not involve making an object, the
listener created the work by abstracting the sound from its
chaotic context and subjectively giving it a form. . . The
concrete experience in music consists in constructing sound
objects from time segments broken from the cosmos rather than
through an interplay of numbers and metronomic seconds. If
music exists in the sound of waves, it is because the listener
intentionally applies a conscious order onto exterior chaos.

In order for music to exist it suffices that there be a rela-
tionship between the subject and the sound object. The initial
musical act must contain the mode of intentionality in the act
of hearing. A fragment must be chosen from the total fabric of
sound. The memory plays the role of the closed recording groove;
it retainc a sound, records it and repeats it. The whole content
of the sound (form and matter) must be examined. It can be
repeated, imitated, combined with other sounds.

The listening subject would thus create music out of continually
unfolding chaos... He would impose on the universe a form born
withiia himself, 57
The ramifications of relegating the entire musical process to the listener
are extensive. Schaeffer only momentarily subscribed to this idea and
it is not present in any of his studies, It was an idea that was latent
in his area of sound construction; in the early fifties, it was in the

‘compositignal winds' as an answer to the question of musical experience,

Schaeffer, in fact, immediately qualifies his statement by noting
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that the choice of water movement was fortuitous. The sound was periodic.
In what he termed "pure chaos" -- presumably non-periodic sound -- music
would not be perceived. '"The noise of the waves is not chaos; there is
pulsating rhythm, and each of the waves is a variation on an unchanging
thema"sa

This uneasiness with listener=made music underscores Schaeffer's
pre-existing compositional premises. He hesitated before anything that
hinted at found art, that blurred the edges between art and life., More-
over, his musical attitude, in this instance, influences musical structurs.
He uses information theory to explain the presence of music in environ-
mental sound.,

¢+ + « I am able to provide a key to the enigma through informa-

tion theory. If there is a chance at all that the noise of

waves is musical, it is because the sound is redundant. This

is an aspect of music and all messages.>9
Music, therefore, must be consciously constructed on the premise of
repetition and the transmission of information.

Schaeffer's dismissal of listener-made music became a conscious
part of his ideology. This is evident in La Musique Ecartelbe in which
Schaeffer affirms his formative thought. Retrospectively, these defining
premises of conerete music are clarified.

Schaeffer's argument in La Musique Ecartelée rests on a description
of musical listening, A sound is heard and immediately connected to its
source, Instrumentation, subtleties of performance, and expression are
perceived, Finally, the musical ideas are acknowledged, revealing the

musical system which is at the root of the process. The subject-object-

: \ y ;
subject relationship, described in L 'Experience Concrete en Musique, is a



© pre-requisite for the procedure to function. All aspects of the pre-
viously defined musical experience are present in La Musique Ecartelée:
the composer, the listener, and-the musical object. The composition of
the object, moreover, must be based on a system that reflects an authen-
_tic relationship between subject and object,
La Musique Ecartelée is repleté with echoes of L'Expertence Conereze
en Musique, Music as a communication process is implied in a discussion

of the misunderstanding inherent in contemporary music.

In the stabilized world of western music in the eighteenth

century it was possible to speak of schools and aesthetics.

But in order to compare (classicisw and baroque, impressionism

and romanticism) we need a common language. We no longer have

one and there is no-'stability; aesthetic differentiations which

yesterday appeared to¢ be-important have today disappeared into

a paradoxical uniformity, that of cacaphony. _\w
I

"Cacaphony" is the Greek substitute for the word 'misunderstood’.
And in this context, both stand for an epistemological blockage
between composer and listener,60

. A Y - ki . - -
In L'Experience Conecrete en Musique, experimentation is a search fer

. . . e b - % 7
an ‘'authentic! basis for music. This is repeated in La Musique Ecaritele:

with the statement that "a discovery (i.e., in music) leads not so much

into the intellect, a relatively well mapped domain, but into the inner
realities of man. It :is amore profound realization which can be known /
only in a collective manifestation.! This idea, moreover, indicates

music's higher functionj; the golden chalice of Schaeffer's ideology is i

revealed. H‘_J

Time must pass before new scund structures can be elaborated and
tested against the natural laws of sound and the consensus of
sgciety, It is apparent that composition is not so much a question
of communication between individuals but an occult correspondence
between man and the cosmos, at once private and universal.bl

It is evident that Schaeffer!s experimentation in conerete music was



directed by a particular conception of music and musical experience,
Further, this conception continued even after Schaeffer's practice had
changed. Its flaw lies in its pretense of prescribing musical reality.

*-

&4 The exclusivity of Schaeffer's premises is visible when viewed within
'the range of contemporary music. In La Musique Ebartelé%, for example,
specific examples of lestener-created music are refuted. The situation
is described as the "supreme illusion of having all music occur within
the listener. Given any transitory sound, or a musical cliché, the
listener would create his own music."62 Without the composer, and a
musical object, however, the experience is deemed incomplete. Schaeffer
called this 'subjective' music; John Cage, Luc Ferrari, and Steve Reich
were categorized under this heading,

Opposed to (ihe determinism of formulae sought outside the realm

of music.) was the subjectivity held by Cage and those who

directly or indirectly became disciples of Cage. Music as diametri-

cally opposed or coming from attitudes as different as those of

Luc Ferrari and Steve Reich can be assembied under this ‘banner,

Luc Ferrari taped the ambience of a farm and demanded that it be

heard as music. Reich's music appeared to be completely different

since it reused motifs culled from traditional music. In koth

cases, however, it was within the listening subject that the

musical phenomenon reputedly occurred. Whether by active listen- °

ing and a recreative imagination or through the passive impregnatic:z

of a musical opiate, the premise and the result were the same.63
Schaeffer himself had encountered a situation that questioned his subjec:-
object-subject paradigm in the wave sounds discussed in the first journal
of A La Recherche d'une Musique Concréte. He relegated this idea to a
partial aspect of the total musical experience, rather than allowing it
individuation. Schaeffer's compositional premises and his conception of
music cannot be applied ubiquitously to all music, as was done in La

. e . . .

Musique Eeartelee. An investigation of Schaeffer's own examples (Cage,

Reich, and Ferrari) will position Schaeffer's musical ideas within a

wider context.
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In 1952, the year L'Experience Concééte En Musique was written, Joon
Cage performed his Julliard Lecture at the Juillard School of Music in
New York City. David Tudor, Morton Feldman and Henry Cowell were also
in attendance. Cage read the four part lecture from a text graphically
positioned on the page so as to facilitate rhythm and silences. Throug--
out the reading, Tudor performed pieces by Cage, Feldman, and Christian
Wolff, The sphere of music as Cage presented it was dramatically at
variance with Schaeffer. (see figure 1)

In 1957, in an address to the Music Teachers National Associationm,
concerning experimental music, Cage described his now legendary experier:e
in an anechoic chamber where he first encountered the sounds of his
nervous system and blood circulation.

. « » Until I die there will be sounds. And they will centinue
after my death. One need not fear about the future of music.

But this fearlessness only follows if, at the parting of ways,
where it is realized that sounds occur whether intended or not,
one turns in the direction of those he does not intend. This
turning is psychological and seems at first to be a giving up
of everything that belongs to humanity -- for a musician, the

giving up of music. This psychological turning leads to the
world of nature, where, gradually or suddenly, one sees that
humanity and nature are not separate, are in this world together;
that nothing was lost when everything was given away. In fact
everything is gained. In musical terms, any sounds may occur
in any combination and in any continuity.

Cage also experienced the expansion of materials and the obsolescence
of.traditional values, but not as a negative state or as a void to be
filled. A self-proclaimed anarchist65 Cage was comfortable outside of
authoritative structures. Thersubject-object~subject paradigm of

musical experience counters his music and thought, its application is .

inappropriate.
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Reich did create a musical system that directed his composition.

His premises are posited as personal preferences and are doctrinal to

the extent that they determinedthe music in which he himself participated.

Reich's music of gradual process is a composed music from which all impro-

visation is excluded; the sounds change slowly enough that all changes are

perceptible, Reich does not endeavour to create the "musical object™

that

Schaeffer prescribed but rather a processional experience.

Though I may have the pleasure of discovering musical processes
and composing the musical material to run through them, once the
process is set up and loaded it runs by itself.66

Although the pieces are totally composed, they are not totally predictable.

The use of hidden structural devices in music never appealed to
me, Even when all the cards are on the table and everyone hears
what 1s gradually happening in a musical process, there are still
enough mysteries to satisfy all. These mysteries are the imper-
sonal, unintended psycho-acoustic by-products of the intended
process. These might include sub-melodies heard within repeated
melodic patterns, stereophonic effects due to listener locatiom,
sliggg irregularities in performance, harmonics, difference tones,
ete, ’

Moreover, the performing experience is integral to the music and certainly

as important as the listening experience in the choice of compositional

mode,

This music is not the expression of the momentary state of mind
of the performers while playing. Rather the momentary state of
mind of the performers while playirg is largely determined by
the ongoing composed slowly changing music,

As a performer what I want is to be told exactly what to do
within a musical ensemble, and to find that by doing it well I
help make beautiful music.  This is what I ask of my own com~
positions, those of another composer, and this is what I looked
for and found when I studied Balinese and African music. The
pleasure I get from playing is not the pleasure of expressing
myself, but of subjugating myself to the music and experiencing

"the ecstasy that comes from being part of it.68
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: Luc Ferrari's work also‘was at variancé with Schaeffer's doctrinal
description of music. Ferrari was,until 1963f a member of the Growpe de
Recherches Musicales. After’ 1983 he developed what he called "anecdotal
music" which involved the. taplng of env1ronmental sounds, purpOSefully
retaining their causal-references,“ Ferrari concurred with Schaeffer
that ah 'aesthetic object' had no meaning to the contemporary méss
audience, but responded by retaining the-dramatic element of environmental
sound, His pieceslbecamé an interplay of associations. This was the
'dramatic' option that Schaeffer encountered in the Etude aur chemins dz
fer that had pfoved imposéible under his‘musical directive.

In Ferrari's first anecdotal piece, Heterozygote, 1964, hé admits
Wantipg "to‘fo:gé a language existing on a dramatic as well as a ﬁusical
plane."sg A juxtaposition of sonic images, Hete;ozygote was, (as
Schaeffer described in La Musique Ecarte?éé} open to the creative
imagination of the listener. Ferrari'calléd it a "poor man's concrete
music”, i | |

A later composition, Presque Rien #1, Leéver du Jour au Bord de la
@bﬁ (19760, veeré towards 'sonic photography' - 'phonogréphy'.

Presque Rien #1 is an undlstorted portrayal although in fast

" motion of daybreak on the beach: it is electro-acoustic natural
photography, in which Cage's respeci for reality is crossed with

a dream of a sounding minimal art., If it should occur to anyocne

that this were né longer "art", he would be entltled to his

opinion, and Ferrari would be happy 70

- Qnece again, Schaeffer's‘paradigm is inapprqpriate to the artistic
situation, From a perspective in which concrete music is one idea
among many, .Schaeffer's arguments that attempt to invalidate the . works

aéLappear tautologlcal. He simply establishes with some intricacy what

precipitated the comparison «- that these works differed from his own.
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If Schaeffer!s premise «- that all contemparary composition is experi-
mentation -~ is adhered to, then the works of Cage, Reich and Ferrari
were experiments of a totally different order. Schaeffer's experi-
mentation followed a pre-established definition of musical experience.
The works of these composérs explored the nature of musical experience.

It is eviden% from Schaeffer’s writ;ngs that the experimental
method was not open-ended "research but the active arm of the aggregate
of his beliefs. When Schaeffer entered the musical field in 1948 there
was a reciprocating relationship betweeﬁ his formative ideoclogy and
empirical experience, The direction of his experimentation, however,
was alreédy embryonically present. Schaeffer from the outset,.for
example, wanted to make pieéesl This objective did not change even after
he decided that this was an inappropriate aspiraetion and chose io call
his work Mexperimentation™ rather than "composition". Further, his
compasitional format involved. the organization of sounds extracted from
their causal source, as well as the maintenance of the subject-object-
subject paradigm of musical experience,

By 1952, in IL’Experience Concréte en Musique Schaeffer had formulated
an ideology; most of the essay's analysis is directed towards its illumi-
nation. In a period of four years, Schaeffer had constructed the
scaffoidipg for a new music: a clear idea of the ultimate nature of music,
a directive-cum-justification for experimentation, and an empirical
methodology, There is a resounding finality in Schaeffer's writings;
they do not just describe a particular situation or the making of musical
object, They are concerned with an unequivocal conception of a universal

activity: Music. Schaeffer presents a first cause argument that is
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unassailable, Any sound copstruction'that counters its bremises cénnot_
be music, Moreover, the assertion of the definition of Music forms the
argument of La Musique Eéarteléé, a4 quarter gentury later,

Schaeffer'!s attitude can be seen as open and innovative in its
empirical approach to material; yet restrictive in.its idealogy. “This_
ideol@gy, however, éan be explained by the %ocio—historiéal situation
that characterized music making in the early fifties; other COmpaSsers
besides Schaeffer self-consciously sought to define musie and provide a
framework for their compositions. The exclusivity of Schaeffer's answers
to the questions about Music can only'bé considered negatively when they

become prescriptive. In themselves, they simply describe Schaeffer's

work,
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I. The Development of the Concrete Aspect of Music

Debussy made the following observation early in the century:
"Although I admire Petrouchka, the Sacre de Printemps disturbs me. It
kﬁj”{l/would seem that Stravinsky is attempting to make music from non-musical
. elements, just as during the 'great war', the Germans made beefsteak
from sawdust. The African drum cannot be considered musical material."

Ernest Ansermet continued these sentiments in a statement which he
made at a remarkable conference in Geneva in 19“81; I will refer to this
statement extensively.

"It is impossible to determine from his behavior if the composer
still knows how or what to create, or even why he is creating. The
creative imperative, no longer present, must be continually fabricated.
During the inter-war years, composers assumed procedural hypotheses,
seeking music outside of its realm, their search exacerbated by a sense
of lost time, Less concern was directed towards compositioﬁ than to new
methods, new techniques, or new objects. This resulted in a rapid suc-
cession of absurd and bizarre forms, fashionable rather than aesthetically
directed, that disconcerted the public.

When art loses its motive, dogmatism and formalism are substituted
for creative purpose. This is demonstrated by current aesthetics, and
is similarly present in the works of Stravinsky and Schoenberg, the most
striking musical activities of recent times."

Since it is unlikely that Ansermet had heard of concrete music, it
is interesting to find,in his lucid ahalysis, premises that agree with
my own. Clearly, concrete music appears on the horizon as a 'new

procedure' applied to a 'new object'. I, on the other hand, with no
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» pretense about creating a piece of music or'asserting-a new procedure,
have undertaken technipai-aesthetic experimentation. My confidence in
th; potential and validity of this method has wavered only because of my
conditioning in traditional musié; I felt ill at ease in the midst of |
uncertainty. |

Moreover, I camnot conclude that the interest in my work has been

 generated by providence, the public or thé work itself. I, with Ansermet.
see only uncertainty, undiscefning acceptance, and a paucity of reliable
criticism. Concrete music could very well become fashionable, following
the caprice‘of public taste, but at the ﬁoment, demands such as these are
‘irrelevant. | o

On the contrary; concrete music is more intimately connected to what
Ansermet aptly charactérized as "the most stpikipg‘musical activities of
recent times". It has burét forth between the opposite reférential
frames defined by Schoenberg and Stravinsky. But if it find§ correspon-
dences in each, it does not reconcile them. Rather, it widens the gulf
between them b& revealing what each porteﬁdslfof the future, as well as
what they bear of the past.

‘I have no desire to appear authoritative or to pfetend musical
expertise and have approached this comﬁentary in the experimental spirit
of the new musical method which I developed. I have no theory or musical
system to present. I am guilty, rather, of breaking into a new atﬁic
in an old house: It reméiné to be seen if the new sﬁace will be inhab-
ifable for any length of time. My c;nclusions, however, have at least
been verified through réal work preéented in my journais2, and hot.thrbugh

dogmatic argument. In fact, the journals would have been sufficient had
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I not wished to communicate some personal refloctions: My thankless
task would not be complete if I obscured the reality of the enormous
loss of fimo, the coqfusion'and misunders%andingsjinherent in the com-
plex musical problemifaoipg contemporary COmposers.

Certainly, if a "concrete™ school exists, the word "concrete' must
be taken as a broad appellation that is both provisional and incomplete.
The concrete asPect of concrete music is evident to the point where it

. demonstrates the need for abstract methodology If concrete music meant
only the "concretlzatlon" of music, it would only continue an hlstorlcal
evolution in which compodsers and inotruéent builders, (the makers of

'!viols and koyooards, wavo generatoro.ond‘traufoniums) rival each |
other's=ipgenuity. It would be nothing.more thao new instruments sub-
stantiating conventional procedures, (German'éleotronic music is a case
in point.)

As soon as the concept of concrete music arose, however, it was
exceeded not only by an abundance of new materials‘but by an explosion
of formal possibilities. But unlike the new insfrument makers, concrete
music is not seduced by this proliferation. Instead, it demands an
enumeration of these haphazardly liberated objects, an inevitability in
their qse; and a methodology, even if founded only on'hypotheses{

.Thos, concrete music is not a solution to music's immediate problems;
nor can it-be superficially connected to the music of Schoenberg or

5

-

Stravinsky. It is no longer possible to compare the musical concerns of
our predecessors with our own!/ They are like two approaches to geometry,
one harbouring an additional:dimension. New propositions broke the dead-

lock of classical gecmetry, invalidatinglold ideas while remaining'on
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known territory. Obviously, an exploration of the concept of melody must
refer to melody itself, just as a consideration of instrumentatidn must
involve the orchestra. It Is importént to maintain an awareness of the

continuéd validity as well as'the'obsolescence of traditional music.
Ré?erripg again to Ansermet's gogént statement, occidental music is
defined by thé function of thehdominant. Furthér,weveryltempered or non-
tempered scale (as defined by Zarlino, Pythagoras, or Bach) is based on.
%%;some approximation of the fifth and octave, intervals described by the
simplest ratios (2/1 and 3/2). It follows that "all melody is a path
which uses or avoids the fifth; Since ﬁhe dominant determines the key,
if is impliéit in all melodic.motion, and continually reiterated."
Ansermet‘has shed light on aﬁ aspect of traditional music ;hat most
musicians have never considered.” He points out a correspondence between
’kx th? musical object and the subject, which prévokeslan ;uthentic interior
. hm!Ag%éonance'at the depths of human sensibility. .The mystery of music is con-
tained in.an affective correspondence betweeﬁ human sensibility and a ratio
répresentipg a relationship of frequéncies. Musicai gratification or
‘beauty are peripheral considerations in comparison with-this inner con—
nectioﬁ to the dominant. "Melody is éignificative only when experienced
causally. It is then heard by the listener‘as a tfajectory whose outcome
is internalized; the path is.affective as an internal event.”

This is an explicit way of applying ethics to music. When the dominant
is present, the degrees of scales can be qualified. But épart from the
dominant.function there is no security. This interior experien;e must be
replaced by a new communicatioﬁ through aﬁother medium.thanﬁpitch. It will
be fpund:in a continually present although secret relationship between

man and the cosmos.. Sartre has called this "the metaphysical tenor of

‘the tangible."
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It may be necessary at this'pOrfal, for'the’publié to'recollect the
inscription on the door to Dante's Inferno. The only hope that must be
abandoned; however, is that which would reinstate the emotional satis-
faction that the dominant function provides. And the vertiginous;jo‘ur'ney
to less comfortable heavens will requife a new asceticism.

In order to clarif} later discussion, I will define the development
of the concrete aspect of music. A fixation on the contexture of sound
rather than pure form is evident in.the work of instrument mékers seeking
refinement, or the increasing importance placed on the orchestra. This
tendency is apparent in Wagner's emphasié on the timb?e of the horms
rather than their melody.] It continues in the significant experiments
of Debussy and Ravel, and leads flnally to Stravinsky, who, according
to Ansermet dealt the first blow to “1nterlorly affectlve” music.
Stravinsky's works took contemporary music beyond authentlclty

The opposite trend towards compllca\tlon was characterlzed by the
introduction of an increasingly subtle syntax. The séme twords', however,
or at least the same-siéns signifyipg the same values, continued to be
used. This is apparent when the forms ofleach period are seen as an
expanding utilization first of consonance, then dissonance(although the
terms "c;nsonance“ .-and "dissonance" are relative and serve only to con-
firm iistenipg haﬁgts.) In this regard, Debussy's.use of six-note scales
is notable, as is other-experimentation with scale systems such as
,Messiaen's scales of limited transposition and finally the dodecaphonic
system. ‘

Contemporary music is restricted by maintaining tfaditional methoés

of "making music". And this applies tc abstract, formal considerations

T



60

as-well-éé to the concreté aspects of music. The contribution of con-
crete development becomes apparent at this point.

The evoluticn of music will alwajs be limited in its form and
material by the use of'traditionallinstrumenfé‘and symbolism.
Straviﬂsky's disciples would emphasize the‘fortqitous expansion of the
material of music, and indeed there are many whb‘ére exploiting thé
sound possibilities of the traditional orchestra. Schoenberg's
followers, on the other hand, pursue continually more abstract designs,
using pitch relationsﬂips that ignofe the traditional base of musical
experience. :

In order to convey my argument, however,.I'cannot‘acknowlédge only
Schoenberg's abstractiop and Straviﬁsky's concretization.” These ten-
dencies can alsoASé reversed.

The world of Stravinsky is, in fact, pre-occupied with abstractién,
just as Schoenberg's is definéd by ideas that intimate a concrete con-
text. Stravigsky uses a meter that 1s dissociated ffom the melody in
order to escape the mono-dimensionality of pitch. In this he approxi-’
mates a rhythmic series in which variously structured measures, rather
thén single notes,isucceed each other without repetition. And
Schoenberg, in his harmonic treatise, épeaks of future Klangfarbenmelodie,
a timbral melody on a single piteh. Concrete.music sheds light on
Stravinsky's preoccupation with the abstract, and Schoenberg's with the
concrete. They created new and autonomous.possibilities.for musical
expression beyond the parameter of pitch.

Even though Stravinsky did not have the means to create cells as in

concrete music, he approximated them with 'cellular' measures of notes
, ;

. . . v A
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and rational rhythms.; Schoenbefg;s Klangfarbenmelodie, a succession of

' different instrumental timbfes'repeated at.the same pitch, would quite
possibly be heard as a unison. These pfeéur;ory ideas, however, might
‘have reached fruition if new materials ha& Been at the composers' dis-
posal; Instead, Stravinsky's boiymete¥s, gnd Schoenberg's timbral

melody repfésent minor aépects of the composers; works -- experimentation
without development. Stravinsky and Schoenberg ére!associated instgad
with polytonality and atonality.

| A musical evolution ended. It is presumptuous to- think that compos-
ers such as Bartok or Ré}el will never again be accommodated. But it is |
equally presumptuous to think that there.is nothing to be said or done in
the world of sound. At present, even the'most rebellicus defectors from
the traditional system still make use of the "material™ which for
centuries has served to express the dominant function. Even the most

audacious transgressor cannot obliterate the past. -Anything that deviates

&

;from‘the accustomed patterns bf occidental music, whether six-note scales
or systems of twelve notes, is not heard.: '33
The addition of thirds, seconds, ddminént sevenths did not herald
a new music. It merely enlarged the language, or deviated from:the
" accustomed practice of traditional music. And since the process is
acgrétive, the listener develops with the.composer. In every period, a
new word or figure is assimilated into a perduring rhetoric that is
récognizéblg and'com;reﬁensible.' Debuésy's six-note scale, for example,
is heard only in reference to tﬁé traditional system maintained by
- cultural sensibility. Even Debussy himself would not hear his music as

a newborn would, cr a Hottentot suddenly initiated into this sound

universe.
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Similarly, the dodecaphonists erred iﬁ-thinking that it was possible

to construct an atonal series, ' Whoever hears their works will perceive

‘the forbidden fruits of the traditional system, which doubtlessly some

of the dodecaphonic composers secretly employed. Further, the most
scrupulous of these composers are motivated by destruction. An unfort-

unate paradox confronts those disciples of Schoenberg who lack creative

~genius. They must employ conventional musical material yet completely

disfigure it. The results might demonstrate a sublimated tonal inten- -
tion that is fragmented and seemingly clandestine.’ Or else, the series
might be 50 rigorously applied that the work camnnot be experienced in -

the traditional ways. In the létter'instance, the note plays a similar

role as the letter in a lettriste poems; the composition has become a

construction of sound objects. Serial music iIn this instance is like a
. r “ - '

lettriste poem where all verbal or onomatopaeic suggestion has been

eliminated. At this point, serialism is aligned with concrete music

in separating itself completely from traditional musical discourse.

. Serial music, however, continues to use musical instruments and symbols;

concrete music, from the outset, has been concerned with noise and
plastic structure.

Musical sonority must be expanded.to accommodate an extended roster
of'tipbres. The evolution of timbres musf gain expressive §alue, and
pieces‘mﬁst be composed whose étructu?es derive from other factors than
the interplay of pitch. With Stravinsky, who can hypothetically be
considered as sympathetic to concrete'music, this‘appears as a’ chosen
direction. However, it ﬁas inadvertent in the work of the dodecaphonists
who were antipathetic fb-concrete mugic. (Although some were mysteriously

attracted to it.)
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| «%*ﬁ. 'Since the'twelve npte'series;cannet escape tonality, tree atonality
exists only in concrete music. But conversely no doetrine prevents con-
crete music from ase6Ciatipg with tonality although my dodecaphonist
colleagues (or dare I say’ disciples) figorously exclude it from their

' work.” It seems arbitrary end inhuman to forbid known elementsifrom
conétruction in which the results_afe as yet unforeseen. This is both
snobbery and alvery modern prejudice to which I do not subscribe,

Although I have failed in my attempts to . construct concrete works

that employ the ‘traditional system, this does not mean that it is imposs-
ible. I hope that otherS'w1ll follow me in seeking a renewal of the
traditional system and not just fili old flasks with new wine. .ﬁithout
denying pr‘destroyipg the traditienal system, this evolution will allow
new sounds to co-exist with our pyesent;musical culture.

In spite of my estimation for Stfavinsky and Schoenberg, I must

agree with Ansermet's assessment of atonality and polytonality as. dec-

® . \

adent and inauthentic. The appearance of the word "tonality" indicates
its presence, whether thfough excess or by default. The exeiting impurity
of Stravinsky's exploitation of cliche is piquant, just as serialism is
specious and desolate. Yet these techniques have gained tacit support as
‘well as vccal apologists who have no reasonable arguments,

I was pleased to discover in a:recent issue of Cahiers du Sudu, a
compelling article on Arnold Schoenberg written by Luc-André Marcel (who
is probably not COgnieant' of concrete mueic). I would like to incor-
porate part of it as an outline of the'"development of the concrete in

music" even though the perspective is somewhat cerebral. According to

Marcel, it illustrates Schoenberg's temptation and ultimate downfall.
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"Absolute sound-can be hothing other thah a universe containing all
sounds.” It is a surface or sphere where silence does not interrupt the
perfect relationships betWeeh-nofes. No sound can succeed any other, as
-everything is prolonged to infinity. Limitless and without height or
depth,.it is perhaps best characterized as a cigcle, a single sound, or
a silence. Music is a precarioué meditation on this absolute but inaud-
ible sound, an accidental or arbitrary division of unity to form diverse
scales, A single silence introduced into this all-inelusive fiéld of
sound changes everything. Differences are perceived that permit succes-
sive organizations. Music is then an art of organizing silences,
annulling sound spaces in order that others might ar%se, and drawing the
connective lines between them.

Schoenberg, I imagine, must have dfeamt.of this absolute, but to
attain it had only the primitive possibilities of available sounds. In
order to be heard, he was forced to submit to the technical limitations
of'instrument;, utilizing the tempered occidental scale. More than any-
one he sensed the inherent imperfection and poverty. He was aware of
the abyss between an f and an f#, but before composing microtonally, it
was necessary to establish dodecaphony. Perhaps he thought that others
would establish a more subtle scale whén ears and instruments became

more refined."
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II The Experimentdl Method

I have quoted Luc—Andrg Marcelrbecausé his prescience of_another
music is -expressed in intangible as wéll as tangible terms. Once art or
civilization becomes decadent, it is difficult to describe the circum-
stances or speculate on renewal. Rarely is thelpré—figuration of a new
' art object, or the style of a new civilization prqphésied. Marcel
perspicaciously describes how Schoénberg‘s system defaulted through
arbitrary limitations and intermal cqntradictiqn. He also indicates that
the impasse can be over-reached through E renewal‘of what he célls |
physical sound. He ceases to be prophefic, however, when he gives in to
his own musical enculturation; he opts fdr ar increased refinement of the
instrumental means.of producing sounds, parallelled by increased ability
to perceive sound. -

Mj experiénce in concréte music contradicts this projection. The
scales, apparatus and even the appreciatior oflconcrete music might
indeed be more subtle, but not in a predictable‘sensé, On the contrary
they might seem céarse or imperfect when compéred to the old system.
Rggeneration occurs when the status quo isiopposed. The result, however,
breaks new ground. It completes nothing. Rather, it adds to the old
system, or replaces it witﬁ a new mode‘of existence.

Centuries of historical conrinuity in music have not prepared us for
the radical raturé of cgrtain changes,, we are uncomfortable, even though
change éharacterizes our epoch, as'seen by contiguous revolutions in
thought, politics.and technology. But I would caution against the facile
attitude that assumes the present eéoch télbe extraordinary. Instead; I

advise the. infatuated to consider etermal repetition., In cyclical
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evolutions, the cycles, not the events are repeated. It is therefore
important to know if one is in medias res, or at the decisive point in
the process where everything will be renewed.

Musical evolution can illustrate this hypothesis. The ptano-forte
and equal temperament were incontestably at the beginning of a cycle.
The orchestra loomed behind the piano, while the equal tempered system
allowed harmony to be established and notated. In fact there has been no
real revolution from Bach to the present. Beethoven, Wagner, Debussy,
and Stravinsky did not reveal anything new, but rather explored the terra<
incognitae of their own planet. Moreover these important figures were
not alone, for individuals cannot exhaust a sysfem, however innovative
their contributions.

A scientist, not constrained by anlartistic mandate of originality,
can apply the discoveries of his predecessors without being accused of
plagarism. This was true also for the Bach family. In the éighteenth
century, artistic competition was less overbearing, énd for most artists
and their public, the only obligation of art was to please. In short,
the contemporary composer is hounded by the same imperative that goads
the contemporary scientist who would attain distinction. He must dis-
cover a new body of knowledge. The pedagogy of the academies, where
composers are schooled as engineers and expected to apply only known and
duly taught procedures, is therefore completely laughable. For the
contemporary composer is expected to discover a music that is not only
innovative to himself, but effects the objective domain of musical .
knowledge.

Writing is not parallel to music, in that the writer is not always

directly concerned with language. The playwright, the novelist or the
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philosopher use language to énds unconnected to its material and form.

" A writer might be indulged even if his work lacked style. Only poetry
can truly be compared with music. For the past decades, poetry also has
been consumed to the point of exhaustion, and poets have no audience un-
less they too are innovators.

This tangent is necessary to underline the unacknowledged position
of today's composers. The young composer is like newly graduated mathe-
maticians, who adhere to the Academy of Science in lieu of making real
inroads in mathematical theory. They do not aspire to true mathematics
but are infatuated with anyone who would present it to them. Schoenberg
revéaledfa path and a methodology (Stravinsky can only serve as an
example) and is therefore emulated even though the results are ungrati-
fying. To the most courageous, mugic today appears as scientific
research, not art. A naive willingress to embrace serialism is'not
unexpected. Serialist composers calculate intervallic and rhythmic-
proportions a;d in rare cases actually convey the reéult to an orchestra.
They defend their calculations, moreover, with romantic sentimentality
without ever suépecting that they can be appreclated only.as experiment
and not as purposeful design.

This paradox is such a tragi-comedy that I am cognizant of it only
through personal acquaintance with some of these composers. It is
impossible to communicate the irony of their undertakinés without
awakening a realization of the need in music for a new method research.
This awareness is invaluable.

‘I do hot wish to play devil's advocate to dodecaphony. A precise

and dispassionate criticism can be found in Marcel's article on Schoenberg.



k

68

I am even less inclined to be eritical, as dodecaphony can be seen as a.
preparation for the concrete method. Numerous problems posed by the
concrete method were implicit in dodecaphony but in less radical form.
It is imperative, howéver, to renounce the current musical language and
its underlying sensibility. Moreover, a new attitude to the musical
object must be cultivated that will extend béyond dodecaphony.

I agree with Luc-Andre Marcel in exposing the "pretention of Rene
Leibowitz's students. From the intellectual heights of their grade-school
texts, they judged Stravinsky, Bartok, de Falla and even Schoenberg as
inadequate., For Schoenberg, dodecaphonic prﬁnciples were justified as
a means of transformation, and as research premised on empirical experi-
mentation. It was only later that the investigations became categorical
imperatives. The disciples sought miracles on demand."

It is anathema to me that the works of Lelbowitz are akin to those
of a musicologiét who pursues detail: regardléés of theoretical founda-
tion or pracéical value. How preferable if they weré like the wérks of

a modern mathematician preoccupied with functional formulae. An imperi-

‘ous attitude vis-q-vis dodecaphony has backed Leibowitz and his school

into a corner. They extend nothing of the past and can no longer

prefigure the future.

All of this would be different if the dodecaphonic system could

%;gain become experimental. If its base was scientific and open rather

; ‘ .
than authoritative, it might have evolved naturally to a positive conclu-

‘ sion, Still, the dodecaphonisfs would have to see their error. Instead

of blindlj asserting aesthetic value or posting theoretical justifications,
they would have to develop those compositions which appeal instinctively
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to a musical sensibility:- And this seléctibp*must take place, even
though the pieces probably will appeal despite and not because of the
dodecaphonic system., |

| The bitter conflict between dodecaphony and concrete music stems
from this variance in methodology. But concreté music is already divide:
info.two.schoolé of thought. One is empirical and depends on the
discerning ear. The othér, liké seriaiism, arbitrarily appliés pre-
conceived sclhemes to concrete materials,. expécting everything to result‘
autoﬁéticallys.f E;en though the second method appalls me, it is more
‘justified in concrete music than in‘music intended for piano or orches-
tra. Coﬂcrete music, as yet unfettered by rules, is neither linked to
the past nor uées sounds that allude to traditional musical material,
Series formed with sound "objects", therefore, de not risk caricsturing
traditional music or creating‘music that is unnatural. The processes

and results of the schemes are analysed aurally. Moreover, since these
studies must ge heard through a loudspeaker, they avoid the confusion ofu
the céncert and escape the illusiveness of‘compositions requiring
performance.

The conclusion is that the entrenched paths of the dodecaphonists
are spécioﬁs. They are obscured by the fwelﬁe—note scale and the pre-
cision of the keyboard. In-order to exband from a series of twelve
entities to one of thousands,‘(exbanding from the tempered keyboard to
the phonog;ne, for example) obsolete and false limitations mustrbe
fofgotten. Another method must be adopted which at first appears
‘scandalous because it is so approximate. This is élso true in mathe-

matics where approximation, far from producing fear, is the only real
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approach to phenomena,

In. concrete music, governed by.the;eér and an undefineable instinet,
desigﬂs-like those of Stravinéky, iambichtudies or groupings'of
empirically chosen'soundssére all posséble. If I had at my disposal an
infinity of sounds whose pitch, timbre, rhythmic structure, width and
depth could be varied at will, a linear arrangement as in dodecaphony
would be inadequate. The twelve-note system is simultaneously tco
complex and too simple. It would be more;efficacious to sampleﬁthe
sounds and then find the associationé between.them. Those effects
especially should be cultivated that would facilitate the comprehension
of these foreign experiences, /Repetition, for.éxaﬁple, which marks the
ﬁrogression like stones on a path, is present in all primitive musics.

e It shouid be used in concrete music, pa%her than excluded for no reason
other than it was forbidden by Schoenberg. Schoenberg banished repeti-
tion_from his work in order to defeat tonality; I would prescribe it

in order to recover music. /-

‘In Stravinsky's orchestral compositiohs,‘melodieé.are often sketched,
or ensembles suggested that are more like trajectories or des;gns, more
concerned with architecture and colours than with ‘harmony , themgs or
counterp;int. Stravinsky should be emﬁlated in this. And ultimately he
- will be surpassed through the application of Rlastic means of construc-

tion unavailable to‘h'imT

We are anticipating ourselves, but this i$ inevitable when the
narngtion caﬁnot begin at the beginning. Composers and listeners are
too quick to espouse concrete sounds, seeking in them the resurrection

of old habits of thought; technique and expression. If musicians wish

&
1y



to pursue concfete ﬁusic, they must abandon the residue of their past
behavior. They must turn a new leaf, and abéve all avoid inapplicable
scientific methods. The indiscriminate worship of science is anothcr
and more serious pitfall.

When first encountering concrete sounds, musicians are initially
frustrated in their efforts to make them conform to any system. Fre-
quently, they appeal to technical apparatus to measure sound in 21l its
parameters (pitch, timbre, amplitude, etc.), making exacting demands on
the sound eﬁgineer. The eﬁgineer, however, re;ponds out of his own
studio experience. For example, he behaves more like a musician than a
technician when transmitting a broadcast. He looks 'at the modulameter
in order to 'frame' a crescendo; he manipulates the potentionmeter with
the Tacility of an instrumentaiist, using his ears and the resources of
his instrument. The complex charts of the serialists mean nothing to hi-.
It would be better if musicians expected the engineer's-apparatus to be
used aurally: The engineer would then.expect experimental tests fér
musical-acoustic or psycho-acoustic study.

A sphinx_guards'the entrance to every human endeavor; the composer
must proceed with care. Whoever wouid make music must use the ear, what-
ever the concomitant difficulty. Whoever would experiment with numbers
and equipment must use physics and experimental psychology whatever the
intention. This work must not be in vain.

It is possible to experiment with the apparatué of concrete music,
which in effect renews the means of making music. Sound can also be
' classed and analysed for their material formal, semantic and psycho-

logical content. Art is made when the technical weans concur with the



aesthetic results. Science and technology are beneficial if they

N

facilitate an art that acknowledges both subject and 6bject. Art is.

a relationship between subject and object and the exercise of this

relationship 4is its practice.’

72
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III The Musicdl Object

The. contemporary composer who chooses to deal with Music concretely
veers froﬁ the deadlock described in the last chapter. His creation is-
without precedent. He writes as no-one before has written, and there-
fore with a style that is unquestionably original. Throughout, his
directive is discovery, not the creation of expressive compositions.

lThe'dodécaphonists did not reveal newrexpressive possibilities,
but were instead involved in experimentation.l I will continue to main-
tain this despite objections. Without a consensus about musical language
or procedure, an expressive object cannct be constructed or perceived.-
/A composer who is restricted by preconceived schemes is an artisan
serving an .aesthetlc automatism.l Similarly, a listener who references
his impressions to the past, or experieﬁces music intellectually rather
than musically is a commentator on a text or diagram. Musical language
no longer exists. There is no relationship between composer'and
listener thro;gh the intermediary agent, the "musical object™.

The. concept of the musical object has no traditional basis. More-
over, even to pronounce this term in the music world arouses controversy
and misunderstanding. The innovative importance of the musical object,
however, is its provision for the objeétive study of music.

As long as musical theory involves only solfege, harmony, composi-
tion, or analysis it excludes the musical object.»“Musical construction iz
this closed universe is concerned with notation, formal structures, and
results. The“mu;ical object cannot be discerned in the relationshib be-
twéen'the twelve pitches, the composer and the %istenef. (It might be

pointed out also, that the’ role of the performer in the process is minimal.)
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The question arises as to whether music can exist as an entity \
independent of the composiﬁg and listening subjects; In fact; I put
this query to musical experts at a recént'conference, chaired by Roland
Manual, in Aix-en-Provence. Music would havé to exist in thé form of a
score or as a pérformance; its provenance woulq lie between the last
moment of the compositional act and the instant that the listener per-’
ceived the music. Classical music theory cannot be expected to |
scientifically measure the m;sical object any more than it is expected
to provide a phenomenology o% this objeét in relation to the two subjects.
It must be acknowledged that there is a'deficiepcy, a nmedn’s—Zanda that
no-oné chances. It is not surprising that there has never been a true
science of music since the object of the study has never been clear.

This also pertained to language. Semantics Is a recent discipline
whose undeniable value has been masked by phonetics®. In reality musical

qﬁ@%knowlgdge is a kind of phonetics consisting of artificial rules of a

fabricated art. The study of musical structures has.never been broached,
except for the consideration of sonata, symphony, et alia grouped under
"thé misnomer of "form"™. In truth, these "forms" describe a use of sound
ensembles that has been-dictated by conditioning. An inquiry into the
symmetry of the melody cited in chapter XI (of A La Recherche D'Une
Mustque Cbncré%e)7 must employ Gestaltheorie (sic) not the rules of harmony.
The theory of forms is preoccupied with the details of the preferred

}

symmetry. The new method of inquiry, however, would explore the
y ry p

"%Semantics, however, has not endorsed the relationship between
the word and the subject who uses it. An exception is General
Semantics of A. Korzybski.
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relatiogéhip betweeh'the_musical 6bject and: the éubjects who chose, ‘
composed, and in tﬁrn perceived and responded to it.

There are practical reasons for the misunderstanding that surrounds
the concept of the sound object. Until recently, it éppeared as é humaﬁ
event rather than an objective entity. It was bound to. irreversibly
uﬂfbldipg tiﬁe, evanescent and not recovéﬁaﬁ;e. The object-offa scienfi—'
fic investigation, on the contrary, must bé repeatable, discernible in
chabg;‘capable‘of being isolated, and able to paintain‘its identity under
examination. Time, for example, musié's milieu, is outside of the
experimepter's jurisdiction because it cannot be repeatéd,' In tradition-
al music, therefore, the sound object can_se investigated only as a score
which‘dictates a performance, or as a memorf of a performance. And_thé
performance would be inextricably bound to the psychological coﬁplex of
the COncer£. Traditicnal music obstructs objective investigation; it is
limited, moreover, because its material ié‘restricted‘to what can be
notated or performed. |

- That is hot all. The dissimulation of the musical object also main—'
tains the separétion of musical sounds and noise. Civilizations in a
very human way have qrgaﬁized éound éignals into assimilated or musical
sounds,land noise. It is difficult to imagine or justify ending this
age-o0ld classification through the intfoduction of a sopnd object that
cannot a priori be categorize&) Transitional zones between musical
sound and noise do exist in nature and in some primitive musical instru-
ments. But instead of being objectively considered, these ambiguous

areas have been exploited by poets, playwrights and even musicians for

their expressive propensities. This facilitates the prejudiced
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distinetion between music'and-noiée, especially sincelthe term "sound
effects" has g;ined such universal currency. The musical object has
5till not been revealed. - i
My journmals illustfa{e two results of the new procedure. The instr:-
ments now at our disposal proﬁide access to an infinity of sounds that
are neither noise nor music in the traditional sense. They assure an
% integrity of their own, spanning the ab&ss between the explicitly musical
- and-explicitly dramatic. These same instruments extract the sound entity
from ité'ephemeral milieu, allowipg'it ta be reproduced. Its identity is
crystallized. This music exéctiy-corresbonds with its performance inte-
grating désign and realization, mind and matter. Thﬁs, the record or’
tape irrefuéably cont;ins the "musical object"?

Whether or not this seminal_fact is accepted, it shakes the musical
universe to its depths. The consequences are legion. Traditional music
is limited to sounds that can be notated or performed. These ére misrepre-
sented as natural when in fact they aré artificially derived. Formal
archetypes are therefore employed as-the only "musicai“ cptions. 1In
mathematics, it would be the same if irrational numbers had never been
introduced it was necessary to square a circle with algebraic numbers.
Funcfion;, theorems, systems and sclutions, the whole of mathematics,
would be stifled by the restricéioh. The introduction of imaginaryl
numbers precipitated hew mathematical conétructions, yet they are con-
ceptuéily far more absurd than is concreté sound in ﬁusic. The concept
of:the "note compléx"8 opens the musical domain té a field far more vast
than that ciréumscribed‘by the “pure note'. |

/ Because traditional music'must"be‘performed; its pealization, like

Ead
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its choice of structure, is limited. The rbster of available instruments
or the technical facilities of performers, however, do not cause the
limitation. In fact, I would deem them to be adequate. The most
perfidious and also the most seductive limitation is the mensurable beat
te which musical ensembles conform. Music that is conducted bears the
marks of simple muscular processes. To consider this as providentially
human ‘'would be to misconstrue the ubiquitous aspiration to over-reach
anthropomorphism and address meta-rational and universal structures. In
this light, Debussy's comment about the African drum can be reversed and
the contemporafy orchestra jﬁdged a retrbgressive battery in the atomic
age. /

Science leads minds to conceive the inconceivable. It opens
dimensions beyond those that our sense can perceive. In this instance,
it demonStrateé that the physical and metaphysical rhythms of the world
camot be measured with muscles or metronomes. If music aspires tq.the
langu_alge of gods, more complex and therefore more objective construction
must be investigated.

The meaning of music must be probed, as well as our expectations of
it. Islit an agﬁéﬂent, or does it have a more austere purpcse as a
specific path to knowledge completing and complementing science? The
answer cannot be reached in the context of my discussion. Music must
first be considered in a generalized perspective that would connect it tc
other experiences and to the spiritual destiny of the epoch. Perhaps I
wiil pursue this iﬁ future. For the moment, however, I wilill concentrate
on the musical object in order to provide examples of its recognition,

~ generation, and experimentation.



7€

The sound of struck pianc strings is chosén frﬁm infinite possi- ‘
bilities and recorded. This "éamplipg" (in the terminology of concrete
music) impliés a specific treatment which generates‘divgrse cbjects.
Numerous faétors determine the sonority and "width" of the sound, as well
as its approximation to musical sound or noise. Everything dépendg‘od
the mode and speed of the attack, the pressure applied to the stfings,
fhe.Way that th; sound is damp;d, and pérticulérly the number of strings
effected. This is far removed from tﬁe micro-tonal refinement prescribe:
by'Marcei. It involves instead the movement of a block of sound called
a "wide sound" which consiSté of se%eral’semiut?nes. This sound would b=
used in a-manner’aqalpgous to the so-called pﬁre sound which has a single
fixed pitch. f

Different constructional possibilifiés are implied by the scund
object. First, pseudo—melodiés'can be constructed. _Available arparatus

r

make it possible "te play" with this note, éltering its tessitura,
maging rhythm;, etc. (See figure 1) But there are less banal options.
A family of objects can be derived fromithe progenitive sound through
the interjection of formal considerations, The intensity or clarity of
the attacks can be chqngéd, the internal rhythm can be augmented, or the
extremes of‘the sound can be accented. (See figure 1) A sort of anti-
melody results.l The original sound of the piano is like a theme from
which a suite of variations progeéds.

The first opganizational possibility is akin to a traditional
foraering of sound. The second is a plastic alignment which arranges .

sound through changing affinities. A~cohpfomise exists, however, that is

neither so musical, ergo traditional nor ‘an unpredictable, anti-musical
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process which architecturally aligns objectsﬂaqcordipg to intrinsic
relationships.

This third option can be realized when other parameters besides
pitch becéme prevalent. A succession of the same object with varying
intensities would be a "dynamic" melody. The effect would differ from
the.c;escendo,:diminuendo, or sforzando of tradition because the sound
possibilities of the "note complex" are more extensive than tho;e of the
simple note.

It ﬁould also be possible to realize Schoenberg's'Klangfhrbenmelod%e.
The.width of the note comple# permits tessitural ‘and timbral melodies as
well as a simple vériation of its timbre. We are juét beginning to
possess the ability to create melodies from the fusion of musical param-
eters. {(These chapters contain certitudés not presént in the Second
Journal-) These are no ;onger afithmetic variations of pitch, intensity
and timbre through durétion, but subtle, refined evolutions shaded by
the correlation of these parameters. This effect can hardly be imagined
without actually hearing the result in the studio.

Further, the original "sampliﬁg" was inifially transformed. From
theldiscontinuous,‘heterogeneous,note coﬁplex of the plano it became a
hom_bgeneous., continuous sound that could be sustained like an 6rgan.
Moreover, any attack could be applied. Sﬁbsequent to this process a
three-dimensional melody can be produced that has little in common with
the recognizable original "sampling”. AAnd the listener, initially
sufprised by the mﬁlti—dimensiénél evolution éf material quickly adapts
and is pleased by‘the play of'colour,lform, permanence and fluctuation.

The "wide" sound can also be narrowed, its shape changed, or its
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timbre varied from penetrating to sombre., These fluctuating nuances
exceed the crudely linked events of’the firét examplés. With the reali-
zation that a.soqnd object can simultaneously rise in tessitura as its
timbre darkens,-a new counter@oint becomes possible.

The phonpggne9 plays a major role in these manipulations. Alth&ﬁgh
it is a more general -instrument it is not yef.as commodious as conven-
‘tional ones. This generalized instrumeﬁt,lhowever, dees not merely
produce a generalized but traditionally baseé music. If the entire
constructional process is considered, it is évident that the result is
absolutely differént. !

After the original sound object has been "homogénized" iﬁto a
material that has no definitive quélities (the attack, individual shape
and dynamic profile of the original sound object have been lost in the.
process), it can-be-enriched to form a "weighted note"lo. In chemistry,
similarly, certain molecules exist which are considered more important
than larger cells, .because of their internai conjunctions. Analogous
examples can be found,in traditional music where a preoccupation with
the material of sound overshadows the harmonic effect. (See figure 2)
| Since'the sound of the piano had a particular width, it might be
assumed that its ‘tessitural evolution would be éymmetrical. However, tﬁe
upper or lower edge of the sound can beraltered while the other remains
cénétant, or botﬁ can berdeveloped in parallel or contrary motion. (See
figure 3) The né¥e can be made coﬁstant simply by sustaining it without
a second attack. . ﬁowever, as soén as fhe pitch alterations at the edges

of the "weightedﬁ-sound becomes perceptible, two voices are heard.

Between them is an obscure zone of sound that sinks to the background.
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This éingle cell! this unique note has propagated contrapuntal voices.
. | agates

that are dynamicélly'modulated.and~éomposed of elementary notes. The
|
"weighted!" note ?ecomes a composite of single notes. The usual musical

- . . .
process, in which groups are constructed from notes, is reversed.
I
a 1 - - . . .
Now con51de? another example where the musical object is freed from

metrical performance. The instruments of concrete music not only
! .

engender new structures, or enable these structures to evolve in
independent or correlated parameters, they can also create polyphony, or

more precisely aﬁ ensemble whoge different parts develop according to
| :

laws of synchronicity. The éimplest of‘%hese procedures is "total
tran5pésition". iPitch and duration can be simultaneéuSly transposed by
proportioning thé playback speed. | |
This phenominon can be described in conventional notation complete
with bar—lines. !All occidental music; however, presents ipso facto
obvious metripal;correspondences bétween notes and rhythms. VA binary
or ternary meter!defined by pulse, coinciding harmonies, or double bars
is inappropriate!to total transposition. It ié difficult to céncel the
ubiqﬁitous, repeated measure from the score. A three voice fugue, on
the other hand, can be created by setting three turntables into motion

at different speéds. This fugue, aithqugh strict in tessitura and dusa-

tion, is not the |product of compositional or performance facility.

Rather, it refleéts the perfect adaption of machines.,
I
In order tolproduce such a fugue, it is important that the materisl

and formal propeﬁties of the initial sound object‘be considered. Those

fugues which we qroduce in the concrete studio were frivolously entitled

bidules. In the:creation‘of Bidule en ut, Pierre Henry was at the piano
i I
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and I manned the tufntable. Wé choée a sound ébject that was a com-
Jpromise between pure and concrete music. Still, it waé rich enough
that its acceleration or deceleration in total tfansposition produced an
interesting variety rather than banal homologies. The audible counter-
point that resulted surpassed a counterpointhof notes to define.a total
counterpoint of objects. Even more advantagéous, the irrationality of
this qohnterpoint, in the arithmetiq sense of the barline, coexistgd'
with an increased exactitude in a functionai, analytiéal sense. Tﬁé
results, moreover, were engaging and their musical interest genuine,
even if an uninifiated audience could not immediately analyse them.
(See figure 4) o - S o 7

It is an error.td dismiss éﬁ automatic fugue such as Bidule en ut
a8 a tautology devoid of musical intereét. The criteria of this judge;
ment pertains to a music of notes, not of objects. The objects, while .
femaining mathematically. similar are acoustically and aesthetically

" transformed.’ After successive auditions, the musician could recognize
the three contrapuntal voices, but would have_difficulty in realizing
that they derived from the same objeéf.

A classical fugue consists of a metrical relationship of voices
vhose individual tessitura is of no consequence. 1t is apparent, how--
ever, that a new well—teﬁpered clavier could be premised on the law of

,thé relationship between duration and tessitura. If I was attracted by
dogmatism, I could very well espouse new rules for camposing fugues.,
Psychologists codld'be hired to aid me in investigating whether the

rhythmic proportionality of total transposition is beneficial to the

audition of tessitura..
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Perhaps there are nafupal loéarhythmic principles_wﬁich underlie
a demonstrablerpreference to hear low sounds more slowly and high sounds
more quickly; Maurice Le Roux has even discovered examples of total ’
transposition in traditional scores. His intellectual curiosity led
ﬁim to search for correspondences in other sources. This investigationﬁ
was rewarded by a particularly convincing examﬁle from Berlioz's
Symphonie Fantastique.. (See figure 5).

Theoretical as well as practicai areas of research are exposed.
Not ohly.is the impass over-reached, but the new territory is so varied
that.its exploration requireé.a pullulation of inventive minds. Every
talented anq perservering-novice introduced to concrete research will'
be inédlved in innovative Qork. The i@herent'possibilifies of the note
complex have not been defined; the resources of total transposition h;ve
not been explored. Concrete research, moreover, does. not rigidl& pre—;
scribe prodedure. Instead it counsels discretion, reliance on tﬁe ear,
and respect for:tﬁe inherent properties of the object under examination.
For example, nothiné would pr;vent transforming the object as it i;
transposed. Segments could be.added to it or removed at will. (See
figure 6) The objection:that concrete musiec is without form no longer

holds. It offers forms that are top precise. The contours of sound

objects are even more exact than if they were expressed in notes.
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Berlioz: Symphonie Fantastique, movement 5. An example of
"total transposition" in classical music found by, Marice Le
Roux., Following the glockenspiels, the Dies Irae appears in tie
tubas and bassoon. The theme is repeated in the hormns and
trombones at twice the speed and in a higher tessitura.
Finally it appears four times the speed in the violins (p.177),
higher again. Total transposition is therefore effected. The
change occurs not only in tessitura and tempec but also because
of orchestrational changes, in timbre as 'well.
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+.", « . . Considering this sealshell:‘in-whose shépe I discern a
certain ‘construction' and the work of some deliberate hand, I ask myself:
Who made 1t?" In this quotation from his essay Man and the Seashell,
Valery indicates the-passagéway'that leads like a strait or isthmus from
the world of found objects to that of created objects.

‘VBut soon my question ié transformed. It pushes farther into my

. a
naivete,'ahd I ask how one reqognize; whether or not a given object is
made by man."

The”expertise of the observer determines his attitude when confroﬁtei{
by an objéct. (Sound in this cése,.but I wili continue the analogy with:
the sea shell.) If the observer i1s mnaive, his encounter surprises him.
"The most valuable discoveries invalidate more often than they confirm our
intentional machinations. Théy coﬁsist in‘facfé that are not yet
humanized, that no imagination could“foresee." The experienced mind,
however, the ;onn§isseur of sea.shells, reflects on his ébility ’ts make
a shell', since its shape recalls an endless numbér of similar figures."
When he asserts that he can make this object, he also indicafes that he
has understood it. "I have explained it by a system of acts that are
eminently mine; and I have theéreby exhausted my problem: any attempt to !
go further would modify it essentially and lead me from an explanation of
the sea shell to an explanation ofumyself. Up to this point, coﬁsequently,
I can imagine that the shell was made by man." |

Valery's authority is reassuring. I am of the opiﬁion that a sound
- object is:effectively humanized when it is chosen, when its construction -

is perceived, and it is reproduced. It gains the value of a musical



structure.. This conclusion is né-differént from that of the shell
collector and his sea’ shells.:

When the found object ‘is compared with those already possessed, two
attitudes again surface.” The shells would appear complex and dispara?e
to a marble fancier, afrqnging his objects into pileé and series. (Need
I add that traditional musical structures are analogous to the marble's
simplistic shape?) In the context of a marble collection, the sea shell
has either too little or too much meaning and is therefore rejected. The
shell céllector on the other hand reverses the judgement by asking the |
-‘marble faﬁcier whefher hisucéllection and his actions have increased his
self-knowledge. Valery says that tﬁe marble collectér is able to make
only a single thing and in a single way. This object "almost makes it-
self, and therefore such an aqtion is not truly human (since thought is
not necessary to it) and we do not understand it." |

Traditioyal music might alsoc be considered in this way. Music is
composed, but it is-'not certain that it is understood. The simple struc-
ture of marbles can be preferrea. The sea shell, however, an object from.
nature, can reveal more about man éhan can the over-manipulated marble.

I am led to consider, as I did in the program of the first concert of
cohcrete musi%, whether the sound‘oﬂject has any knowledge to impart to
us. Concurring with Valery, this knowledge would be essentially human,
in that "our deliberate designs and intentional constructions.or‘fabricaJ
tions seem alien to our underlying organ%c activity."

- I will turn té another of Vélery's essays, Poetry and Abstract
ﬂﬁought; in order to determine héw the shell collector uses éhé chosen

cbject to communicate with others, The pivotal question is whether music

L



is a language. At this point, any misunderstanding deriving from a
restrictive definition of language must be immediately set aside. If
every series of objects that are collected, classed and used in comm:ni-
cation can be considered language, then the term can be ubiquitously
applied to all the arts, from the stones of sculptures, and the
painter!s colours, to the images on the screen.

Still it is necessary to differentiate two languages, Or more pre-
cisely the use of language according to the dictates of poetry or prose.
This dual acceptation of language can be illustrated by comparing
Paulhan or Parrain to Valery-and Soﬁriau.ii The different aspects of
language ére contingent on whether language is used as sign or siznifi-
cation, or signal or substance. In the first instance, prose, it is a
relational factor whereas in the second, poetry, it is completely
autonomous. When language is-used as signification, a minimum of
material is abstracted to allow the transmission of meaning. When the
substance of ianguage predominates, however, language use becomes concrete.
The total psycho-sensorial content and all the potential associations of
the verbal phenomenon are involved.

One of the pitfalls of the phenomenology of music is that music is
used in liferature to describe the'concrete acceptation of language.
Valery states that "every word is an instantaneous amalgamation of a
sound and a meaning, without any inter—relation betdeen the two." The
conclusion that the poetic content of a word is contained in its sound is
followed directly by the conclusion that -music is an aspect of poetry.
This gives rise to numerbus errors,-

All the arts, in fact, contain this distinction between poetry and
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prose.. Figurative painting, for example, has a mimetic relationship with
the subject. It plays the role of a sign and can be characterized as a
plastic prose. Abstract painting, however, involves form and colour with-
out verisimilitude; as poetry, its material demandssignification in
itself, in order that the full potency of its “signals" be released.

/ 1f the concrete experience has been understood, it is clear that
traditional music constitutes a prose rather than a poetic language.
Every musical note, like a word contains a sound and a meaning. A 'c'
on the trumpet is a sound that musicians cannot analyse or use; it Is
also an ensemble of abstract meanings. A mental process must first
rapidly assimilate the sound without reference to thé sensory ear. I
am convinced that the trumpet is a sound imbued with the quality "trumpet",
but conscripted to pronounce the word 'c' in a conventional dialogue. It
might be thought that the sound must be recognized before the note. The
listener woul@ think "trumpet" and not 'c'. But that is the second error.
If one thinks "trumpet'", one would not escape language but simply take a
more prosaic door. In this case, the perceived sound is referenced to a
"language of things". This is the disfavoured twin, homonymic although
deponent, of verbal language. If one thinks "trumpet'", the word is
simply being stated through the intermediary of the sound "trumpet".
The sound phenomenon has no other effect than the signification of the
"~ object. It merely names the object. Through a curious paradox of habit,
the concrete aspects of the sound are obscured from the listener. Abstrac-
tién, and the causél relationship, in particular, automatically sets in.
The totality of the object is obscured. It is impossible to ignore the

associations such as wars or historic events that the sound of the trumpet
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instigates. These assoclations-are all inherent in the object-word. If
"language of things" is anything other than prosé, it is akin to verbal
poetry, not a poetry of sound objects;j

The poetic phenomenon occurs in music only when the ear perceives
an unusual sound object that is‘distinct from the musical language
signified by the note, ‘'c' and distinet from the language of things
implied by the object-word "trumpet". Neither a musical sound nor a
noise, the pure sound object opens the domain of musical poetics for the
first time. -

Thelcontradistinction pfose—poetry'is not only a dual acceptation
of the same statements. The prosaic or poetic aspecfs of language
signal two distinct usages whose employment depends on which is most
efficacious in a given situation. It appears that poetry was born From
play. Man was forced to compose alphabets, manipulate objects, assemble
solids, use his limbs in order to survive. Cénsequently he perceives
poetry as gratuitous and without use. In fact, the prose-poetry distinc-
tion exists in many domains. Walking las dance as a double. Writing and
utilitarian design have the obscure symbol, or the figurative design which
is itself divided into the mimetic and the abstract.

If th; poetic aspect of human.action was long considered an agréﬁent,
for dream or pleasure, it was also detoured from its gratuitousness and
used for august, utilitarian purposes. This is the case of the dance,
symbol or chant that is consecrated to religion. Thus, historical
.peéiods can be catégorized according to their poetic or prosaic use of

symbois,

A civilization is prosaic if its symbols are completely adequate to

\ : _ ,
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its needs. If this is not the case, the symbollbecomes blurred, loses

its content, More iﬁportance is given to ité form and shape than to its
meaning.. The middle ages had é verbal poetry, and music vague enough to
be poetic. The seventeenth century, however, had almost no trace of
poetry. The tragedies of Corneille and Voltaire are not poetry; the music
of Lully is discourse. It is language that signifies la glotre. The
language of the seventeenth century used rhymed alexandrines and was
refined in its own way; secondary characteristics did surface. But
language made use of poetry as a train uses rails. The alexandrines of
the seventeenth century represented a railroad of prosody. With rails of
a dozen feet in length, and rhyme like the train bell, it was a more .
efficilent means of.travellipg. The discourse.determined the direction.
The poetic aspect of the prosaic alexandrine, éubtle and focused, is
extremely seductive, This does not wﬁrrent a scholarly or imaginative
conclusion that it is poatry.

Poetry is born when, as H. Michaux says,'"the words turn from.the
author's flock." The author, moreover, participates in the mutiny. The
symptoms of the poetic phenomenon in language are indisputable if not
altogether desirable. Rhyme conditions the discourse instead of under-
lining it; ‘assonance flourishes to the point where sound prevails over
the meaning of words. From here to-verbal-surrealism, from M. Sully
_ Prud'homme to Prévert in the Diner de Tgtes, (passing other participants
in the poetic adventure such as Verlaine and Rimbaud), there is little to
anticipate, and little to lose.

Words are used now almost as in lettrism. Within a few years, the

surrealists have exhausted the sound of words in a rapid outpouring.13

I
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It seems that the métherlode,of poetry is exhéusted‘ Like mﬁsiéians,
poets .must acknowledge that they can no lonéér functién as poets: They
have no choice but to align themselves with experimental poetry.

It was more than caprice or intuition that led me to open tﬁe con-
crete music studio to poets who_had Brckenlwith verbal poetry just as I
had offered it to musicians who no longer were concerned with melody. ,

I anticipated new gréund to be broken through a collaboration of joets,

musicians, plastic artists accustomed to the abstract; and engineers who
are the artisans of concrete sound. Still, it is necesseary to reaouncs

everythipg known or representationai, gll wdrds:ér conventional figures,
all semblance of language. As poetry gains the ascencdance, the musical

object will replace the word.

I seem to have contradicted the hcoe which 1 mentioned earlisr, that
music would maintain a connection with lapéuage and p;rticularly musical
discourse. In order to evaluate this contradiction, I must advancé onto
uncertain groﬁnd. Optimally I will justify the isolation that has ﬁeen
the tenor of my last years in the studio.

It is now necessary %o advance personal opinion resulting from my
acknowledged preferences., This is in contrast to the demonstrable
objectivity of the above which should be valuzble to anycne attracted
to éonérete music, I am always astgnished by the disparity in my perscnal
. tastes.- Despite my musical trainipg, I am‘indifferent to Mozart, while I
have-a growing esteem for Bach. For this reason, I ﬁave considered the
way that these composers use musical languaée.”

Although I would have preferred to éiscuss"lesser conposers, the

music of Mozart and Bach is not imbued with the heightened sensibility
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(such as in Schumann, for éxample) that I find continually more abhorrent.
The fact that the same theme in Bach or Mozart can signify different
emotions attracts me. /Sentiment in their music is defined by exterior

® motivation rather than the composer's frame of mind. This nusic can

§ "\’J”\"‘;‘\W |
therefore have sacred or profane intentions, derive from cergmonigl or
intimate circumstances, or be circumscribed by an explicit text.

Before the nineteenth century, musical discourse displa&ed exempla?y
dignify. .It never inherently specified sédness-or exaltation, for example,
This is.certainly not characteristic of Beethéven's music which conse- .
quently interests me less. Beefhofen‘is lauded for opening the gates
of the heart. He made the string quértet into a wvehicle of confidences,
and composed a summons ' £rom tﬁe drums that:is so compelling that it was
appropriated one hundred and\fifty years later as a war-time xradio signa:
ture. It would be difficult to extract such pathos or pugnacity from thes
music of chﬁ or Mozart. Beethoven was the fbrerunﬂér of increasing
musical rhetoric. /Music's progression into self-consuming explication
need hardly be mentiongd.- It is evidenced by ail the sym#honic poens,
romances without‘words, and questionable lyrical ensembles whidﬁ preé-
occupied tﬂe imbecilic nineteenth century.iu/ If music is cépable”of
revealing the languége of gods as thé Greeks believed, men must stop :
humanizing it. UnQer the pretext of greater emofional refinement, they,
déprive it of interest. Men have efficacious means of intercommunicating
but few unsullied by anthropemorphism with which to bommunicatgtwith the
upiverse. Mozart and Bach speak a languagerthat could possibly be a
langqaég of gods., -

Mozart, however, with excessive clafity imparts too much informatioh

for my taste. I would make the treasonous judgement that his music is

"
L}
\
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loquacious and simplistic. He offers a.musical object that is too
‘easily assimilated and without internal contradiction. Although it is
not bound to expressiveness it has no linear development. This object
neither interests nor moves me. Mozart serves music adequately, but
he has enclosed himself and his listeners in this sphere. He has
constructedla closed world,la kind of tautology.

With . Bach, however, I experience not only music but a microcosm of
the real world. The sphere that the music of Bach defines is both
interiof and exterior to man. Bach's constructions are replete with
contradictions and counterpafts, and full of inner tensions. Yet, they
maintain serenity in the maelstrom. I am rested and'revived in this
music. Rather than turning in'upon itself Bach's music is an image of
the world as an open universe.

It would take a better musician than I to determine the technical
explanation fpr‘the discrepancy.between Bach and Mozart. Still, I would
like to advancg a hypothesis. Mozart's music is based on a rhetoric com-
prised of relationshipé between notes or words. The exposition, develop-
ment and conclusion are perfectly clear. 'I eéperience it as light
conversation. It charms some but to me is an Imposition. In Bach,
however, what the voices say, ié inconsequential; I am sensitive to
their articulation. They no longer circle withih a universe of the
dominant pursuing.trajectories that dead'end. In fact the trajectories
are immaterial to me and it therefore matters little whether they trace
beautiful themes. .I aﬁ attractéd.rather to the intense, obscure rela-
tionships between them. Contained in the’universe of thg dominant, these

trajectories suggest relationships and generalizations that are universally

applicable.’
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In observing how certain geniuses utilize language, it is evident
that some turn inward with it; their work becomes transitory and limited
to their expression. Others traverse the obstacles that language presents
and like physicists use symbols to surpass symbols. Their imagnations
conceive the inconceivable. They create open worlds which implicate an
all-encompassing design that underlies tangible reality.

The direction of my discussion is now evident. Mozart's compecsitions
are of no consequence to concrete music because thelr simple self-criented
structure are not applicable. In Bach's music, however, the relations
between structures are paramount, and éﬁpear transformed in concrezs
music. The functions of the dominant have no commerée with concrete
music, but the inter-relations between objects always do.

The question of poetfy ig now altered. Poetry is to language as
philosophy is to thought. These terms, "philosophy", "poetry", are used
to indicate an absence of strict conventions or rules. If prefiguration
is avoided this freedom is fortuitous; if an interplay of words or ideas
is obscured it is regrettable. Poetry and philosophy are reservoirs of
expectation, limbos before an adequate language or more audacious thought.
For Gestaltheorie-{sic) to be more than philosophic jargon, it must usher
in'alnew scientific methodology. It is not profane to apply Gestaltheorie
to the music of Bach. Rather, it would apply the entire man, his intel-
lectual as well as his somatic existence to the study of this expansive
musical object, Bach's composition. Not only is a more universal music
re%ealed, but alsoithe universe beyond music. The key to the relation-
ship between objects, and between subject and object proceedsfrom these

principles.
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If the object can offer us anything it will not be in the manner
of tired words or symbols that are exhausted of all evocative power. It
will be as stars or atoms out of which all poetry will proceed: a new

level of knowledge.
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V TFrom the Object to the Subject

Our curiosity returns us to the sea shell. A gift of nature has no
commentary. When man is confronted by such a gratuitous object he acts
like a young and heedless animal, quickly abandoning one occupation to
pursue his new find. There are many contemporary examples of this
behavior. I fear too much success in my endeavour. The concept of the
object has been completely rejected by those who espouse direct communi-
cation between subjects. But new initiates to concrete music are fixated
on the object. This is the root of my apprehension. In considering only
the object, they ignore the actions of the subjects; they do not acknow-
ledge that someone made or selected the cbject, and in turn someone
perceived it, and in some mysterious, ingenuous way was affected by it.

I would prefer that concrete music involved both the object and the
subjects, ergo the complete process. An objective zone would be circum-
scribed in music where the object, its perception and creation would be
susceptible of analytical examination. In addition there would be an
awareness of the two symmetrical relationships that trace the interplay
between the object and the two subjects. In principle these active or
passive relationships allow the object to be used to communicate, follow-
ing the hypothesis of language. More simply and mysteriously however
they connect the two subjects into-communion with the object.

I am concerned that I will encounter two mind-sets. They accept
scientific methodalogy and are certainly not conservative but neither is
receptive to my new approach. One line of thought presumes everything
to be language, allowing no direct relationship between the subject and

the object. The same argument from a relativist standpoint dictates that
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any human use of an object.would necessarily be conventional. Tae other:
stance, ignoring all precedents, would agree that the stbject ané object
condition each other, then slavishly set about measuring the influence.
The human body would be hooked to a galvénometer like a Zrog. e ear
is assaulted with concrete sounds deprived of poetry, and the responses
are measSured as was the saliva flow and the muscular contractions of
PavloV's dogs. Far from fantasy, experimentation of this sort iz alrezdy
being pursued. Biologists have found that body "impedance", conditionzd
by awareﬁess in general, is stimulated by sound. From Lsre, cne aight
formulate_a roster of sounds measured in—psycho-galvanic megokms. Since
body impedance is materially modified by sudoriferoué glands, peraaps
scientific laws could be found which governed the relationshir between
musical impressions and pérspiration. But to what purpose?

I observed a respectable couple a2t a concert. The music macs theo
euphoric as tpeir feet synchronized with the baton of the conductor (who
is revered as a magisterial metronome, a master oscillator). These
same liberal minded people would smile patronizingly at a film of equally
respectable Africans aroused by a drum. They are certain that their own
music contains the elixir of untainted spirituality despite the revealing
feet, the ingenuous, uncontrolled tapping.

The composing subject must also be considered. He might be isolzted
in a studio near the Roman pines immortalized by Respighi. Surrcunded by
writing accoutrements, perhaps he chews his pencil, or like a student in
an-examination stini.ks out his toﬁgue. Without doubt some scrupulous
scientist is eager to measure its length.

There are, however, unconscious composers who create concrete music
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although they are unaware of their actions. These adolescents are amateur
practitioners of onomatopaeia. They iritate war-whoops or with labial
sounds, explosives, raucous whistles, roises of the lips or cheeks,
forceful exhalations of breath, slappizng the thighs, comment on some
event and communicate their personal vision or frame of mind to their
chums. They are unconcerned with the <Zominant function or six-eizht
meter. No pitch-interval or rational raythm would suffice to exterior-
ize this somatic communication.

Melody is not only predetermined -7 the contractions of the larynx.¥*
The thoractic cage, the thighs and the tongue have designs of their owr
to reveal. Man is connected to sound with more than his voice or reson-
ating vocal chords. He aspires to perZzct Pythagorean intervals with his
throat. Yet, his entire body is respczsive to sounds cother than the
pitched scale. Just as an "inner meloly'" exists, so the human bedy con-
tains a nascent concrete music.

I must point out an ideological ccnvergence between Motherlant who
entitled a chapter of Réléve du Matin, "The Profound Melody"; Charles
Lalo who, in Eléments d'esthetique Musicale Scientifique, used the term
"interior melody" in a literal sense; znd Fran%pis le Lionnais who in z
recent conversation informed me of his belief in a hidden correspondence
between musical forms and forms intrinsic to man. The subject responds

to the object following a chain reaction that moves from the sensorial

*This is more than metaphor. It has been demonstrated that when a
melody is heard the larynx contracts an< details it without emitting
sound. It involves a general pr*“ciple of the psychology of sensa-
tions which specifies that "every image is realized by a movement'.
(cf. Charles Lalo, Elément d'uwne csthetique musicale scientifique)
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to themspifitual-by ﬁeans of a material or somatic realization. -In
music the chain (éubjeét-object-subject) is extensive, linking worlds
that otherwise would be hermetically sealed from each other. This
constitutes one of the primary attributes’ of music.: In this context,

it is difficult to expldin thoéehmusicians who are preoccupied exclus-
ively with. the object or with .one of the subjects. They afe indifferent
towards the most compelling musical pheﬁbmenon. “

An investigation of the‘object at the centre of the chain would be
more conéerned with consciousness than conétrgction. Héw is the object
made? How’is it perceived? rThé question of its pérceptioﬁ is contingent
on”sciencé. It is-ansﬁered through the work and interaction of biolog-
ists, psychologists, historians; philologists, ethnologists or
accousticians. There is much tc do, particularly if these diversé
specilalties are to become interconnected rather than‘remaining isolated.
Studies of music.in individual disciplines are not without interest, but“
they remain particular to the discipline involved (a biological study,
for example, or a historical study). Music is connective and must thus
be understood. There 1s every chance that thése specialists would over-
look the essential.

The stﬁdy of music must primarily be concerned with the relationship
between the subject and the object. The advent of this study accentuates
‘a regressi;e isolationist‘tendency that affeéts all disciplines. A new

discipline, concerned with inter—ﬁe;ations, would be necessary to-bridée
Adivépgent'specialtiés. The relatively unknown area of cybernetics would

seem to meet this requirement; According to its founder, Norbert Weiner,.

cybernetics is ™the theory of communication and control between living
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beings, societies, or machines," In our c?filization; man is always the
poorly shod shoemaker, Althqﬁgh such a theory could have vital aﬁplica—
tions to human health, socletles and self-knowledge, cybernetics has been
sequestered in the world of machines where this discipline was first
directed. Motivated by-a sordid utilitarianism, cybernetics investigates
machines as if they were gratuitous and naturéi rather than man-made.
This situation is remarkably reversed, however, when it is realized that
this stuqy of machines-cum-natural entitites can indicate how man might
investigate himself, This is not a triumph of materialism, it is rather'
an approach to spirifuality, clarity; and.revelation through radical
materialism. “

Man's use of cyberneties to study himself is analogous to a'similér
use of music which I have intimatéd. Man creates machines according to
an interior mechanism instead.of an intefior melody. These machines.mﬁst
therefore in some way be finite ané partial replicas of man. Machinpes
enlarge or caricature man, allowing him to probe inpenetrable aspects of
himself.‘ Similarly, the study of mﬁsic is partly the study of man. it
should not, therefore, merely c;rcumscribe a superficial relationship
between subject and object, It is infinitely more probable that this

relationship marks an intrinsic correspondence.

It is apparent which musical_attitudéé, whether traditional or

modern promote the pefception,of these relationships. Objective impres-

sions must prevail over decadent expressiveness in music. Words, however,
cannot explain this. A falsely explicative language is inadequate to a’

phenomenon that has more need of being felt than named, /Music'is a

caﬂutﬂgspecific kind of language if it is-one at all. There is no more parallel
! , ,

i&ﬂhw

-



106

" between music and discourse than between’ sound and light. /§ound and
light provide different categories of information. Intelligence and
feeling are complementary ,- intercennected spheres, .Music must remain
in its own domain, Like language in a classical sgpoch it would then be
used to its fullest extent. |

The quesfion of "how music is made" has been. answered. Now the
qu?stion‘of "why it is maded'must be broached. The obviéﬁs reply is
that music is necessary for the comprehension of man. At this point,
because of its particular course, my argument may provoke facile agree-
ment, If the same quéstion had been appfoachéd ancther way, it might
have met denial or indifference, If I had asserted that music is a
~gratuitous or a utilitariaﬁ art, for examplé, I would havé raised indig-
nation. Instead, there is ggreementrto %he_contrary. ‘It is imporfént
therefore that the difficulty be exposéd, |

I particularly have in mind some questions'that were askéd during a
discussion of concrete music held at Aix-en-Provence ﬁnder the auspices of
UNESCO. The session, entitled, "Humanism and Music" was intended to probe
the purpose of music. The meeting resulted in cacaphony. Vague specula-
tion and the most extreme sentimentality were given'free rein. It was
said th%t nusic was a communication with the infinite, or a cause of Joy.
More moderate hypothesés sought, historical ju;tification, sketching an
evblufionary path which began in ancient Greece. Idealism metamorphosed |
into historical determinism. Then someone stated that in an earlier age
music originhted in the sacred, Althbugh the proposition lackedtsubstance
and- seemed to be without foundation, it was not contradicted. When and-

how music had lost its sacred ties cannot be ascertained, Yet, the most
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conservative delegates cOﬂcurred with this version of the genesis of
'musid. |
Unanimity was also reached in the unconditional condemnation of

"functional music as used’ in féctories”to increase productio;. Yet
‘music might feed the worker's immner life, alleviating a situation:where

his h§ﬁds are occupied but his mindscbursa‘bountryside of boredom and - !
spirifual misery. , No-one was concerned by this possibility. Universal
consensus of th? musical orthadoxy can be reached in’a condemnation of
any music pigeon-holed under the infambus, siﬁple—minded term of
‘"functioﬁal". But the séme congregation'venerated gregorian chant.

They were able te accommodate the image of chanting monks without ever
considering that this music exisfs precisely becéuse it is exceptionally
functional. -

The musical orthodoxy will admit some of traditional music's
limitations. It is generally agreed, for example, that music cut off
from the>senses or the concrete.aspects of sound.is iﬁtellectually

. '
restrictive, Similarly, historical and geographical limitations are
foiced. .Butwthé contradictions and the limitation of music's function
through the persistence of a dubious aesthetic is never acknowledged.

In this regard, reference is giv;n to eighteenth century Art motivated
by pleasure; or a vague and mystical sensibility is invoked which in truth
is raw-emotioqalisﬁ. Spirituality is intrinsic to Bacﬁ, but exclﬁded from .
Afvrican music, An abyss separates the sa;red according to Bach and sacred
in the terms of another culture. Yet nothing in the human body will

expléin or corroborate these differentiations. While the musical ortho-

doxy pursue such attitudes, their children ape African primitivism. The
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 frenetic dancing in nightbiubs perhaps indicates that more divinity and
humanity, or at least more fervour and instinctive warmth resides in ho:
jazz than in the music of the prix de Rome. And perhaps ultimately it
is more useful.

A consideration of Bach will demenstrate the evolution of the rela-
tion between subject and objéct; Good intentions do not make artists;
it is necessary that genius be initially present. Bach's compesitions,
therefore, cannot be considered outside of a religious context. The
mysticism of Bach's music is not invalidated by image of the composer a:
a domesticated patriarch, dutifully conducting his cantatas every Sundzy.
On the contrary, miracles and visions often come from ordinary men of
strong constitution. We project our own dislocation onto the extra-
ordinary output of Bach; we recpgnize’oﬁe aspect as ingenious and the
other as mystical. Yet, when Bach expresses mysticism through the
musicai objecF, the two aspects are united. Mfsticism mergeé with
technique, Bach develops fugues, constructs composifions in the exacting
universe of the dominant, calculates affinities and aversions. I imagiz:
him as an aréhitect—priest meditating on the fugal voices and revealing
the identity of the divine and the human. He participates in tﬂé
mystefy of incarnation. “ |

Bach, however, cannot be heard without reconciling spirit and
technique. A poor musician would never penetrate this edifice. He
would only gain a vague impression of an alien world. Similarly, a
theorist who drily analyses the cantatas without invoking the world of

faith would contemplate lifeless stone, There can be ne cathedrals

without prayer. Music is far more than entertainment.
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Valery!s idea is again appropriate.. The object cannot bé understocd
unless the listener can reproduce it.' Bach's music must be heard in the
context of musical understanding and spiritual Preparation.

I used Bach in order to benefit fpom'apogean perspective of musicT
I cannot say what other less sublime exémples would demonstrate. Bach's
music implies a civilization, a specific technique, and a conceptién of
the world. -The musical objec£ addréésesiparticuléﬁ subjects. All huma;ity‘
regretably do not have access'to it. It must be admitted then that all’
-musics partake of this relationship with the spiritual, even if the mani-
festation is humble. African mﬁsic appéars nonaintéllectual, appealing
viscerally to the instinctive man. Form in this case is not a variatios
of the object., As the repetition suggests; it is an interior journey
that the.sﬁbject creates himself., (Thié has.never Been comple%eiy /
discerned.) . The journey may be primitive or directed ;owardsdéfoticism
or violence. - Still, it does not lessen the neéessity of confrénting the
subjective reality of music.

The first experience of conéreté music is more shacking to listener
than to composer. This forces an examination of the subjective experien:e
. in music. There is something hubristic in listening to an evolving sourd
object, for one does not only listen. 'The experience is visceral and
involves nerves and muécles; Our psyches may be affeéted, or sounds may
be injuriolus to the body. :In féqt, concfete research hés'affected my
health. There can be no doubt that music_isvdangerous play.

I anticipated that concrete music would cpntinue traditional games‘

with known rules, -But the object resisted and would not participate.f

When cast in an outmoded style it froze, It asserted itself.
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Conééquently, I have learned tolisten to fﬁé real substance of the objezt
rather than referencing it to something else. The cbject may seem ,
trivial or refﬁsa to conform to compoéitionél.intentioné. One must be
~silent afte£ listening; in this silence new possibilities will emerge.
Melody, as Stricker indicated,is'is not sketched only by the lar&hx.
Concrete sound penetrates some part_éf man that is disquieting and
obscured. The associations that diverse results are confused; they poirzT’
out the misunderstanding that separates composer and 1istenef; The
Lquestion must again béjraised'if language can exist under these circum-
stances, or if concrete music, at this siage; must communicaté.- o
Wheh series are constructed that conform to traditional ;chemes, new
possibilities are over-ruled. An instinctive onomatopoela might result
in a mbre visceral music. Certainly, one result of the release of caq%
crete sound is fear or distress, Young coﬁpcser;‘pursue such results;’
they have insufficient human experience'to be ;oncerned aBouf the effects
of theif sounds, I desire a more visceral music, bui not if it is
violent or injurious.
The opposite possibility, however, is more distasteful to me. Extrame
intellectualism, uncontrolied by instinct, causes only anguish. This is
a very contemporary phenomenon. The creation of sounds In this manner
illustrates lesser men at their work.‘ They are like the sorceror's |
apprentice whose sorcery outdistanc;é his ability. I am not interested
in success at this pﬁiée, I advise concrete composers to consider the
sounds that they release,xrather'tﬁan ébnegéting responsibility by adopt-

ing automatic formulae, Finally, they must consider who might‘be injured

and who might profit'from their work.
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" VI Concrete Music:; The State of-the Art

A man who forays into virgin country away from the cultural paths oZ
his epoch, is often astonished years hence to find himself surrounded by
other fugitives. Like Birnam wood at Dunsinanem inanimate trees prove tc
be adventurers camouflaged in foliage. When the precursor pauses, how-
ever, he drops to the rearwguard. Previously separated from his age, it
seems more attractive to him on his return. He rélinquishgs his placef
at the forefront, content to suppert those who follow.

Astonishment is ﬁarticular to the gelf—taught who are always somewhzt
solitary and inculE. A more experienced‘mén would never have wventured thez
exploration; its embryogenesis was ridiculously outmoded. An aesthete
in the crowd, in fact; would affirm, "That was done in 1924%. . . " But
ignorance of precedents has its benefits; It allows ideas to be tried,
and- consequently the ﬁhance exists that the predecessor will be exceeded.
Knowledge is even unfortunate when, corroded bf snobbery, it has no
experiential base. Another, double-edged snobbery uﬁéfitically admires
the latest discovery while despising fhe technique of its creation. As
if the results were sewn with invisible thread, the procedure is not
perceived,

Handlebars are put on a bicycle aﬁd we are transfixed. It is an
audacious act, especially if it foreshadows the future. It is also
infantile and derives frgm an elementary psychology. The action is
interesting in both lights. Further it is a bluff. I am surrounded, for
example, by composers who no longer love music. Rather than listening to
their work, they form enervating presuppositions. From the perspectivé

of simplistic graphs and half understood 'parameters', they consider
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their music to be masterly. - In truth their results are shocking. Al-
‘thqugh I retain the intellectual and technical procedure of these
machinations, I reject systematization and blind application. Strictures
are increased and referential material is forbidden; the race for the
outrageous is intensified. I am thanked for facilitating the means,
supplying the cyclists with pedals. They go faster in the fog.

One of life's curious paradoxes led me to propose an experimental
method in music. This presupposes scientific methodology in which theory
is controlled by result., The response to my work varies. Traditional
musicians perceive it as unnatural because they are suspicious of any
experimentation that is not directed towards an intelligible composition.
Others invade the studic; under the pfetext of experimentation, they
immerse themselves in theory, insist on measured valués and ape the
engineers. It is assuring to them to assign a number to a sound or
measure a pitch to a double decimal. -They bewilder their students. I
would spggest‘that they apply an experimental method fo their work.

This would confine it within a musical objective. As it is they are
iﬁ%olved—in sonic algebra, a combinatory analysis of an iéolated object.

I too studied the musieal object; but I considered the subject as
well. Experimentation in music involves listening to the entire process.
The courage of the enterprise lies in attempting to define humanity and
beauty in an unfamiliar object, This is an exercise of cholce and taste,
not an adherence to a kilometric and calibrated road. Courage is also
inherent in the requisite honesty that rejects untenable or injurious
objects, dne must be prepared to burn one's furniture in order to discover

a purer and more durable lacquer.
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Birnam wood is in motiqn; I am able to see.the work of those
compatriots whom I have fortuitously encountered. Nothing can be more-
exciting than discovering others.whose work is similar to one's own,
even. 1f their perspectives differ, John Cage put screws into a piano;
it is not criticizing this.action to say that it was unconscious. He is
a Columbus who, fascinatedlbyltheifirst'islénd that he encounters, buiids‘
a villa, Varese elevated. percussion, the poor relation of the orchestra,
to the status of the orcheStra itself. I do not know the details, but
his electronic vignettes: and-noises are similar to my results. A French
man, he did not remain in France: He did not have the fortune, as did
the canerete musician, to be'a prophet in his own country, although he
was hohoured in Germany and New York. Varese probed the potential of
traditional orchestra instruments,‘withoﬁt using devices such as the
prepared piano. It is therefore remarkable that his music is so similar
to concrete mysic.

The Germans have also applied electronics to sound. Not only do
they desire to renew timbre, but they have touched the "egsence of
ﬁitch", by creating percussion sounds in the bass frequencies. The
effect of their work approximates concrete music yet is more transparent
and impoverished, Although these colleagues use concrete soﬁnd objects,
they are primarily concerned with exploring the instruments that produce
their material. My Eureka is missing from their endeavours. They
constantly "play" a music whose composition is informed by the instrument.
Their fixation on the means of production has obscured the object from
them, They are furiously preoccupied with this hidden object, although

they have never’ touched it.
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The wark of Maurice Martinot has concentrated on traditional aspects
of music, and as a result his instrument displays great respect for the
nuance and clarity of pitch.’ (A man is defined by his work whether the
material of the invention be steel, waves or electrons.) Martinot has
created an instrument whose potential is not yet apparent to composers.
At preéént, the Ondes Martinot parallels the conservative timbres of
clasaicai music. However, this instrument may ultimately serve to systé-
matize the immense realm of sounds liberated bf concrete music. Although
the resulting series of sounds might be limited, it would serve to
reéoncile the divergent complex note with the classical note.

It is not remarkable that interest in electronic instruments has
been limited. Conventional instruments provide sufficient timbral
differentiation to delineate the polyphonic voices of traditional music.
When timbre becomes a structural dimension of music, however, instruments
such as the Ondes Martinot are not radical enough. Not only would it
be necessary to extend the range of timbres, but to abandon pitch as well.

From the periphery of the traditional orchestra, the.Ondes Martinot
‘awaits the advent of a new orchestra. As misunderstanding might have
arisen from the use of fﬁis instrument in concrete musiec, I am glad that
it has never figured in my work. The Ondes Martinot will evolve towards
a new function when there is greater surety in the use of timbre in
relation to Pitch, and further when the note complex can be better
accommodated.

Acolytes in concrete music should be warned. They desire to play
the ﬁew instruments that they encounter, even though it has never been

ascertained that these are instruments of music. They might very well be
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instruments of analysis or aids to the creative imagination. This

strange realization might lead me to cémpose for orchestra, although I

am hardly a prix de Fome, Drawing on my experience in concrete music,

I would create orchestral works that were not connected to the dominant
function nor to atonalism. I would incorperate otherwise unavailable
sounds from the phonogéne thereby entrusting to thé orchestra the develep-
ment of the raw, contusive, unmanageable sound object. This approach to
composition would yield results similar to the "weighted note" (discussed
in Chapter IIT). It would bridge the gap between a music of pitch and
one of objects.

The  process can be reversed., A musician experienced in concrete
music will recognize certain kinship in Wozzeck, for example. Similarly,
Messizen is a precursor of these developments even though his music uses
traditional means. His prescience does not lie only in his choice of
material, nor iIs it defined by his experimentation with systematic
constructions.which employed traditicnally oriented séries. Rather,
Messiaen was cognisant of the musical object before it was specified by
éoﬁcrete music. His use of birdsopg; for example, was nof inspired by
sentimentality or a desire to imitate; it was a concrete experience. The
discourse of birds provided Messiden with an object that was also a
language. The modulating birdsongs, although not human, contain designs

of greater intrinsic interest than anything specified by an algebraic

~graph. A bird is a living participant in the universe. The algebra

of birdsong is organic and infinitely more complex than a number series.
Yet this algebra is simple; it is also more efficaclous because it is

mysteriously connected to human sensibility.
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I will clarify my position by.discussing two procedural possibilities
that are more desirable than g priori mathematics. While the difficulties
~of construction have been'discussed; it perhaps has not been sufficiently
emphasized that the thorniest problems involéed musical structure and few
resources existed to facllitate their solution. Simultanecusly, the means
of creating music expanded enormously. Whether or not music is a |
language, or whether it can find inspiration in the plastic arts are
pertinent considerations. The.use of birdsopg has demonstrated that a
composer can escape anthropomorphism through models found in nature.
Perhaps a leaf of holly could zlso be used to suggest a working method
to the concrete composer, It has colour; surface sheen, and precise

inner curves which define a variety of points that are subtle exercises

v ¢

on the same theme. The morceau en forme de poire was merely a whim. The
melodie en forme de houxr is not an empty proposition. Polyphony inspired
by a bouquet of holly is a realizabie'expefiment.

What autﬁority decided that music is a language énd not a piece of
holly? A spoken phrase can be recorded then transformed so that all verbal
boﬁtenf becomes.rhythm'and melody. This also is a viable.compositional
procedure. Although its melodic and rhythmic inflections are distanced
from harmonic norms, it still corresponds with human sensibility through
its constructions.

Contemporary composers, in fact, are entangled in ¥heir initial
approaches to composition. The inevitability of a prfori schemes are
preferred over intuitive designs. Hitherto, the composer composed
uncoﬁécioﬁsly at his writing desk,

Number series appear suddenly as the solution to the present

compositional quandary which has resulted from an excess of choice.
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Yet because dodecaphony is.a negative rule;'there is no longer an
exercise of will. Positive directives such as representation or imita-
tion must be substituted.

I recently viewed an excellent colbured'film produced in New York
by Ferdinand Leger. In commenting on his methods, the artist unhesi-
tantly insisted on the object; According to Léger the subject (this word;
of course taken in the context of the visual arts) has finally been
replaced by the object. I can imagine Léger travelling through America,
or in the streets of New York visually garnering diverse objects. These
would be redesigned in a painterly way that displayed freedom as well as
fidelity to the object. The artistic piece arises from this. Whoever
sees the film will be.seduced by its style, even if the viewer is not
enamoured of Léger's entire cutput. Lééer deries that his paintings are
abstract and more likely would describe his work as concrete. Yet it
would be imperceptive not to recognize that the origins of abstract
painting are similar. A

Either an abstract painting consists of meaningiess markings and
‘auiomatic desighs, or else it is an intentional or uninteﬁded imitation
of some universal patterh. Even if the presence of the exterior world
can be denied, interior patterns are unavoidable. Forms are dictated
to the artist at the level of somatic reflexes by an ever-present

kinaesthesia. This is in accordance with Le Lionnais's statement that

man projects his intrinsic forms into his art.*

"%Stricker, as early as 1885, states, "After hearing a melody,
subject retains something which is non-acoustic. He has a
concept of melody not connected to any sonic image." (S.Stricker,
Du Langue et de la Musique)
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In composition, there is good reason to separate the instrumental
means from the :schematic directivesi‘ When technique is primitive,
composition will be defined by the imperfections. The open strings of
the violin, for example, were the first to be exploited, and music that -
used’ the early instrument was informed by this particular instrumental
disposition. Military fanfares, similarly, are Integral to the bugle..
Formal directives on the other hand, must be consciously experienced.
Otherwise, they are transformed into systematization, complication, or
arbitrary simplification.

The Conservatoire's demand to study technique, is apropos. Concrete
techniqué exists at a compositional and a technlcal-instrumental level.
First of all, however, it must be considered at the level of solfege. '

A new solfege has notl been defined or clarified, and as a result to
most concrete or non-concrete composers are unaware of it. These problems,
therefore, remain obtruse. An extensive dictionary of terminology pertain-l
ing to a new %olfege cannot be included at this point, although I will
cursorily touch upon seminal ideas, The three traditional musical
variables (pitch, duration, and timbre) ave insufficient to accommodate a
~generalized music. Of course, these variables are the three physical
" dimensions of sound which,Aat one time, completely defined music. In
organic chemistry, compounds must be analysed in terms of radicals, as
well as in terms of elements such as oxygen or hydrogen; Similarly, in
musié which is also organic, it is necessary to recognize series of-
musical entities. These form basic sound families to which any sound
can be appended.

Beyond the dimensions.of music, three planes (tessitura, dynamics,
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spectrum) can be established where the dimensions interact. These planes
would not be concerned with the melody or harmony of a work, but would
rather characterize a fpagment-of'sound considered as a fixed object.
The. object would then be.used in possible variations or evolutions.

Concrete instruments allow the composer’ to act in these planes.

The phshbgéne is concerned primarily with tessituré‘and filters with
spectrum. New apparatus is awaited that will be able to control the
dynamic structure of sound. The problem of realizing a preconceived
sound object is theoretically solved as is the problem of assembling
objects. . Yet provisional solutions are untrustworthy. Whether sound

" objects are complex or simple, they can be organized only be means of
montage. Instead of an instrumentally determined interplay of notes and
chords, there is a construction of scissors and glue that determines
relationships between notes and harmonic mixes.

Qur predecessors would have advised the composer to consider the
physical properties of the voice, or to compose for the planist's hands.
Just as the performer& muscles. informed the quality of his own performance,
éo they determined composition. The composer's work was therefore
circumscribed by the phyéical limitation of othefs, as well as by the
interior designs provided by his own physical and mental being. Cutting
and coll_agi:ng concrete music are acts of patience dictated by intellect.
The mind, however, is prey. to error when it is sepérated from its inner
melody as well as from the exterior projection of this melody through
the muscles of other people. It is tempting to somehow replace the
muscdlar limitations of traditional music.

Future technical research in music, for example, might be oriented
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towards a transformation of the physical act of music. Although appara-
tus that might accomplish' this is conceivable, there is question as to
whether it would be indispensable or profitable. I think that there is
no value in providing equipment that would reinstate physical limitations,
simply because composers cannot contend with the intellectual gymnastics
which ﬁave been substituted. Instead, composers must learn to 'think with
their hands!',

A member of an audience at a concert of concrete music mistakenly
thought that the technician at the controls had instigated the sounds.
Pursuing his pleasant illusion, he thought that he had witnessed an
unimaginably spontaneous musical creation. I corrected him. The tech-
nician had so little to do that I had considered adding a spatial
dimensioﬂ to the music. This would reinstate an interconnection between
sound and-action. One difficulty, however, is only compounded by another.
Adding a new dimension would also add another unknowm.

Spatiality in concrete music 1s either integrated into the composi-
tion or is addeqlas part of the. final process by directing the sound.
Confusion, however, remains a possibility. When‘concrete sound objects
imply a plastic construb£ion, physical listening conditions should
perhaps be considered. These designs would then correspond to actual
designs perceived three dimensionally in the concert hall. This would
be contréry to a situation in which they would be aspacial or pure as in
traditional music where instrumental placement in the orchestra is
insignificant. In any case different aspects of spatiality must be
distinguished in order to study them.

There is still hope for apparatus that would connect an actual
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musical gesture to the production of the sound object. The gesture then
would be as obvious as manually controlled stereophony. It is difficult
to know which progﬁostic to follow, however, especially since everything
in modern technical development indicates anlopposite tendency. The
spontaneity of film, for example; is only apparent. It is reached
thropgh exacting and’ laborious coordination that does not connect hand-t5:
mind, but specialist to specialist, technician to artist, chemist to
actor, In cinematography, spatial considerations are supplementary rather
than wajor problems. / The concrete music tape is nothing other than a
cinema of sound.f Wy m;%

New works however continue to be composed. Instrumental contingen-
cies might dictate these constructions;‘or experimental designs might be
applied to sound with equally experimental results. The works of Pierre
Henry, composed after the completion of my Second Journagl, illustrate
both of these compositional tendencies. The evolution of his style can
be divided into two periods. His former style effecfed a balanced
relationship between available instrumental possibilities and artistic
.inspiration. Tﬂg group of pieées entitled Mierophone bieﬁ tempéré’bear
a conscious control of sound material and utilize engaging plastic
designs. The short piece, Battérie Fugace, and a series of pleces called
Tam-Tam were successfully broadcast and performed outside France. They
outline the continuity between the previously irreconciliable spheres of
melodic and percussion instruments. With means that were still crude,
Henry achieved meolodies of percussion and delicately sketched frajec—
tories of.sound within the musical planes of tessitura, dynamics and

spectrum.
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A recent work of Pierre Henry and another by Pierre Boulez indicate

- another tendency in concrete music. 'In the first movement (at yet the
only completed movement) of Henry's three voice work, Antiphony, cells
of continuous variation are opposed in the manner of double choirs to
sequences of differing complex sounds. These latter are organized into
series; and a separate organization governs the composition as a whole.:
Although the work is short, it demonstrates a new aspect of concrete
construction. Judgement at this initial stage however is still the
perogative of the composer. Time must- pass before these new works can
be assessed.

Compositien is no longer approximate as it was in the days of turn
tables.  Magnetic tape allows a compositional exactitude that is evident
in-work sketches which- serve as scores and constructional directioms.
(See figure 7) Boulez extracts systematic variations from his original
sound by altering a parameter. (See figure 8) His work is more of a
study than a composition although the rhythmic language and timbral
melody are compelling. The original sound is clearly differentiafed in
order that certain effects can be realized. It 1Is not harmonically or
melodically diversified;.but the study does not aspire to this.

It is wrong, therefore, to assume that concrete music represents a
school defined Ey a single aesthetic. The young composers involved in
concfete music believe in the need for innovation; otherwise, they are of
divergent dispositions.

. Moreover, concrete music is undergoing enormous transformations. In
orde; to perceive the current state of the art as well as to predict

future developments, this realization is essential. The only parallel
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Figure 8. Etude on a single tone by Pierre Boulez. This study is bzsed

on the interpolation of transpositions of a tone in zessiturz
and duration. A complete keyboard is obtained. First,
begimning with the original sound, twelve chromatic “ones are
produced by the phconogene. The veplay speed of these tones
is then multiplied or divided to obtain & registers: multipl:s
or divisions of normal speed N or half speed (moitie, ed.) M

N

where M=§ . (4N, 2N, N, M, %3 %9. Register 4N comprises tor:zs
When register 2N is used the tones are
notated 2tl, 2t2.etec. In this way, a sort of "tessitura"™ of

time is created.

This study is thus composed.of series of tones whoes durations
are calculated to form "parallel series'. For example, when
tone t3 (4N) is given the duration 32t, a silence (notatecd
with dotted lines) results.

Tones are circled if they move to the right and diagonnaily
barred if they are reversed.

The study contains a superposition of two polyphonies.
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would be the evolution of painting after impressioniém. While this

evolution in art spanned fifty years and was delineated by recognizable

;¥¢rstages,féoncrete music is simultaneously impressionistic, cubist, surreal-
ist and realist./ And these manifestations are readily apparent. The
idea and technique of fragmenting colour, of placing stroke against
stroke, of considering colour before form, or deriving form from colour,
constitute impressionism. Cubism Involves decomposition in volumes.
The:.subject in cubism and impressionisﬁ exists as a pretext for the
discovery of new cbjects that are implied in its form or colour. When
the concrete composer divides materiél into new volumes (note complexes)

or'exploité timbreixzangfhrbenmelodie) without renouncing music, he is
acting as the cubist or impressionist painter. In this analogy, it is
necessary that some reference to traditional musical language, some
semblance of harmony or melody; be continued.

Other painters, excluded the subject (in the context of painting)
from their woris and were freed from representational considerations.
The sound object in an analoéous situation gains individuation and can
be assembled into series or ensembles that replace melody and harmony.
Concrete music parallels abstract painting., In this case, the appela-
tion, abstréct, is more appropriate than concrete although terminology

- is.inconsequential. Still, surrealism and realism, the tenors of the
‘psychic or tﬁe.geometrié, are yet fo be considered. The range of
concrete music is demonstrated in the works of composers as different --
mutatis mutandis -- as are the painters Maﬁet, Braque, Dali, or nger.

Music is threatened by the explosion of possibilities.

The technical and human potential of concrete music cannot be
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ascer£ained. A rich and weighty past holds mpsic to the single dimension
of pitch,. African music, at least in.its most primitive manifestations,
has been preoccupied with varied percussion instruments for thousands of
years. Oriental music differs from both occidental and African music by
emphasizing a deliﬁacy of touch, a fluidity of the sound body which over-
shadows formal concerns. Amongst these diverse musical experiences
exists a precedent’for concrete music.® The difficulty lies in comparing
the fastidious customs and techniques .of a music preoccupied with pitch,
to other musics that are less learned yet more complex.

Pitch is a predominant dimensioﬁ because the ear is particularly
endowed t; differentiate pitch. If the eye was capable of perceiving -
colour in terms of angstroms, painting wouid be a muéic of colours; and
as a play of pure radiations it would be devoid of form and material
support. Occidental music is breocéupied with the numerical pitch values
of sounds. The concrete experience howéver reveals the sonic eye at the
interior of tﬂe ear; it is sensitive to the forms and colours of sound

and almost unconnected to the musical ear. Moreover, since there are two

eyes, as ears, the sonic eye is sensitive to the spatiality of sound.

*1. have only made passing reference to the incongruous connection
between music and so-called primitive musics. Yet, this connection
is important. It is timely to recognize that extremes are being
reconciled. The discovery of sound objects is the final cry of
occidental technique. The resulting objects, however, have more
rapport with exotic music than with & music that does not involve
sound colour. Moreover, the aesthetic and psychical impressions
produced by concrete music inevitably lead to reflection on the
position of music in other civilizations. Finally, the problems
which exotic or primitive musics present to the occidental musi-
cologist can be approached in a new perspective through concrete
music., Limitations of space and my own lack of expertise prevents
a consideration of these issues in depth. Someday, however, such
studies will be undertaken by a specialist in exotic musics who is
also experienced in concrete music. Having distanced himself from

occidental music, he will be better able to appreciate the music of -
other cultures. v
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Imagine a perfect choxd. It would consist of three notes of unusua-
colour and form but with relatively pure fundamental pitches. One would
be a pulsation, another a series of fluctuating attacks, and the third,
"aeolian", created by the disturbance of a sound body. Moreover, these
notes would consist of evolving a material, and trace individual spatial
paths, More than just forming a chord, these sounds change through time
and space. Concrete music is an awareness of this phenomenon thet canno:

yet be realized by any known instrument.
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VII' TFarewell tp'Cdnérete'Mgsic

An astonishing gap separates the first stammerings of the Journal
de la Musique Conerete and these pre-emptory final chapters, This dis-
crepancy is partly the distance between one's ideals and reality; events
do not always conform to the systems that we intend for them. The other
explanation, however, is that the two works were not written by the same
author, The first is the result of ingenuity, the second of reflection.
Quite possibly they are both valid. Certainly I am very cognizant of this
differentiation, and would ask the reader to be similarly aware. ‘

Therg is no reason that an inventor should possess an objective per-
spective of the future development of his work. The.inventor might even
be the least qualified to make such evaluations. Although he can influen:za
immediate applications, his successors control the future. Similariy it
is anomalous to expect the inventor to pﬁilosophize about the position of
his invention within a contemporary context.

I do not pretend to be the perspicacious inventor-philosopher. My
ambition is more permissible if more extreme. I want to write about
concrete music as if I were totally another person;

There is a great difference between working in a studio with machines
and sounds, and confining oneself to a typewriter in order to record
thoughts about concrete music. No longer the inventor of equipment who
' manipulated sounds, I manipulate thoughts and words..

Finally there is a third man who 1s ill at ease in the presence of aryr
ma;hine whether it.be for writing or singing. I must regretfully admit
that even though I strongly insisted on his participation, this maladpoit

figure is the musician., I continue to be concerned that the machines will
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require too much technical expertise, and the musician will be excluded.
This situation has forced me to bé a musiciaﬂ in addition to my other
roles, .

Such exceptional circumstances are awkward and cannot be sustained.
I am tired of ambivalence and fear that others will also grow weary of
ambiguity. Even possessed by three demons, I cannot cover everytiing;
and each of the demons promotes his own saint. Perhaps the futurs will
present less eccentric men each contributing individual expertise. They
would pefhaps be more limited, yet also their efforts would be concerted.
Ambiguity and ambivalence are aspects of the preliminary stages.

In order to speak or write about my work, I sepérated my roles. As
engineer, I was for a long time concerned with machines. As a musiecian, -
used sounds rather than words to construct works; I continue to be
attached to these works even though they were tentative. The author,
however, understandably islconcerned only that his writing will provide
stimulus to thought.

Paradoxically, concrete music has existed to the present as fortunat:
misunderstandings. Although it incontestably renewed the material and
form of sound, it was artists and poets, not musicians who were attracted
to it, It.also demanded that all apriorism be relinquished in favour of
studio experience and experimentation. Yet, the first contingent of
musical volunteers were dodecaphonists, Uncertain laboratory experimenta-
tion, assuredly revoluticnary and outrageous to the ear, becomes an
Adﬁinistration thaf encourages anarchy.

For an individual as divided as I have been throughout this enter-

prise, such success is hardly fortuitous. I dreamt of classicism, of
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the harmony of the spheres, where man and.God would épeak the same
language. Instead of adding-dimensions to the existing universe, however,
I am floundering in formlesSness. Atonalists surround me, eyeing me
hungrily, They do not, however, succumb to their cannibalistic urges; I
am preserved by their hope that someday I will civilize them.

For the musician, five years of concrete music continue; the future
of music and musicians is involved in this aspeect of the endeavour. For
the writer, however, it is time to make assessments and pass én the task.
I am not abandoning the enterprise. The means and the results of concrets
music still concern me, I am only renouncing my activity as a ccaposer.
In any case, others have already picked up the gauntiet. I have no
bitterness but ra%her the realization that my efforts are better directeld
in researching the means. Furthermore, it is not my intention to give
new and magical brooms to irresponsible riders although no-one these days
can predict _ the future.

The technology of sound is already on a radical track. The "most
~general" instruments figure like maquettes in our studios. They are not
yet easily applied to composition and their potential has not been
realized. Yet these instruments can completely modify the material and
form of sound; it is no longer adequate to make commutations of sound.
Cybernetics will doubtless play a role in this last development.

The direction of concrete music will be determined by its projected
purpose,. Its aim might bBe universal or it might only érovide for the
epﬁemeral -successlof the few. If success brings endurance, perhaps the
two aims will proceed garallel'to each other. However, if self—interest.

is the only motive for action in society, and return profit the only
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criterion of patrons, all action will be.direéted to the pﬁrsuit of
profitable art. In addition'there_is a poliéic of scientific research
and machiavellian disinterest.

Collective activity is particularly characteristic of this pericd.
Musicians, accustomed to august solitude, will be startled when this
tendency touches their domain. (Collectivization will be more surprising
in France and Germany than in America or'the U.S.S.R.) Atomic physicists
work in laboratories that resemble factories rather than behind desks or
in traditional "labs". Sarcasm or indignation, however, meet the sugges-
tion that in future, music will involve an assemblage analogous to
physicisté around. their cyclotrons. Yet music more than any discipline
is collective, The traditional orchestra is a case in point. If the
orchestra is replaced by sonié reproduction and cinematographic spatiali-
zation, it would be neceSSary‘to replace it. A contrary development
would be a new orchestra completely comprised of composers. More than
in the earlier orchestral situation, they would create the work, bécoming
complete artisans.

For those experientially involved with sound, concrete music is only
beginning. Knowledge and musicilanship are prerequisites to an apprecia-
tion of jazz or the classicgl Concrete music has similar requirements,
and is not immediately accessible to the uninitiated. It bhas so pro-
foundly renewed the phenomenon of musical communication and contemplation
that it was necessary for me to write these Chapterg. The concrete realm
demands complete immersion; this entails an understanding of the object

and the preparation of the subject.
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Finally, concrete music anticipates a small non-specialist audience.
A fraction of the general public, this audience would itself be experi-
mental, My writing, however, 1s directed to the concrete composer more

than to this audience. It will be the composer's experimentation with

sound that the audience will ultimately experience.
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L'EXPERIENCE CONCRETE EN MUSIQUE

" 'FOOTNQTES

1Réncontres Tnternationales de Géndve. September, 1948, The conten=
of this chapter is based on Ansermet's article that resulted from this
conference: Ernest Ansermet, "L'Experience. Musicale et le Monde d'Aujouri!
hui," Eerits sur la Musique, ed,, J,-Claude Piguet (Switzerland, 1371).

2The journals which form the first two sections of A la Recherche.

3Lettrisme was a literary movement launched in France after the
second world war by poet Isidore Isou, The letter rather than the word
was considered the essential element. This resulted in a poetry con-
cerned with sound and typography.

thc-André Marcel, "Arnold Schoenberg," Cahiers du Sud, vol. 24
(2 Semestre, 1951): 130, '

5Pierre Boulez, Etude I and IT; Olivier Messaien, Timbres-Durbes.
6This phrase was in English in the original text.

A la Recherche: 102. Schaeffer had studied ‘the symmetrical rela-
tionship of the antecedant and consequent phrases of a folk melody. He
rhetorically asked if there was a psycho-aesthetic difference betwsen the
twe melodic segments, and whether there was an objective difference
between the segment order A B as opposed to B A making the former more
satisfying.
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8Schaeffer defines the.'note complex” as a mon0phonic element with
a precise existence, equivalent to a tone in music. Its duration can be
short or long.

gThe. phonogene was a device developed by Schaeffer in collaboration
with Jacques Poullin. It played back tape loops at variable speecds.

10A'"grosse note'" is:a "note complex" which 1s long in duration; its
attack, resonance, and decay are developed. Schaeffer adds that if the
“grosse note'" attains a certain length, it would be perceived as & group
or an evolutian whose rhythm, timbre, and tessitura would be susceptible
to analysis.

11The division of language into prose and poetry (Schaeffer cum
Valery) is not universally accepted. W.H. Auden, for example, stztes:
"The difference between verse-and prose is self-evident, but it is a
sheer waste of time to lock for a definition of the difference between
poethy and prose." He also questions the basis of Valery's distinction
(also used by Schaeffer) that separates the language into the grazuitcus
and the useful. - Further, he notes that in English, the difference be-
tween poetic and conversational language -is purposefully minimalized.
This is not the case in French.. "But French poetry, both in the way it
is written and the way it is recited, has emphasized and glorifizd the
difference between itself and everyday speech; in French drama, verse
and prose are different languages.," see W.H. Auden, "Writing, i Tre
Poetls Work: 29 Masters of 20th Century Poetry on the Qrigins ani
Practice of Their Art, ed. Reginald Gibbons (Bostom, 1879): 2u40.

125ée above footnote to the..Introduction #1.

13Schaeffer- uses a number of contemporary poets as examples to
Illustrate his argument, I have taken editorial liberty to omit this
enumeration; this does not detbact from the original meaning. see
A la Recherche: 162.

4

WMie stupide XIX Sidcle. This: phrase is attributed to Balzac in
Paul Robert, Dietionnaire (Paris, 1970): 1699.

158 Strickler is quoted and footmoted by Schaeffer below. see
translation:
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Jorg Mager, an éxperimenter with techniqués of electronic sound
production early in the century once made the> awestrudic exclamation:

Pan ocean of sound is before me!" His insight into the potential of
electronic sound and its implications predates Stockhausen in Cologne

and Meyer-Eppler in Bonn, whose work in electro-acoustic music did not
begin until mid-century. It even preceded the development of many elec-
tronic musical instruments; such as Bode's melochord or Trautwein's
trautonium which Hindemith used in Berlin in the 1930's. Other electroni:
musical instruments, such as the theremin (1927) or the ondes mariinot
(1928), were invented, but assimilated into traditional music. Composars
such as Honnegar,Milhaud, Jolivet and Messiéen, for example, usec the.
ondes martinot in their compositions; these were, however, electronic
musical instruments which were used to play traditional music. In spite
of Mager's prescience, the "oeean" had been diverted into the devalopment
of instruments. Its acoustic potential was held in abeyance for half a
century. ;

Then, in the middle of the century, a means of'dealing directly with
sound -- elther by montaging natural sounds or by electronic synthesis --
suddenly emerged. Herman Scherchen, the conductor, was to describe the
event as the "electro-acoustic irruption" in his magazine Gravesarer
Blatter. In the space of two years-Concrete Music Paris, 1948) and
. Eleatronic Music (Cologne, 1950) were established. Both schools found
their original impetus outside of musical aesthetics; Independent con-
temporaries included Vargse, who incorporated noise into musicj; John
Cage, who developed the prepared piano; and Vladimir Ussachevsky, who

initiated tape music.
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‘_’Cbncrete Musice taped natural sounds from musicalland non-musical
s4urceé to form a preliminary material for which compoéitionai methods

_graduélly evolved. These méthodé which had already been applied to the
image in cinematography, initiaily co;sisted of constructing collages by’

- means of record discs and gave way in turn to filtering, mixing and
assembling sound electronically ;ﬁ a tape recordér. Electronie usic ir

"Cologne provided new and barely imaginable sounds througﬁ sound synthesis.

I witnessed these divergent approaches to sound as they wefé being
thrown into opposition 25 years ago. While the French and Americans chos:
empiricism, the Germans, and later B&ulez,-opted for systematization. |
There reméined.twovsources of'ipspiration, two primary currents of thoughT,

a preference for natural models and anotﬂer for contfived or synthestic ‘
models,

o /I readily admit my prediléctioﬁ for natural materials, my preference
for the grain of wood or marble, for the formal properties of a seashell
or an agate. EI dread a profusion of synthetic materials which are foo
homogenous, too malleable and guggest no inherent form. ”

But the two divergent laboratories (Paris and Cologne, with myself
at the former), 'two enemy brothers in electro-acoustics, shared the neces-.
sity of wofking through magnetic tape, of being heérd through loudspezkers
and oflemptying the podium of human interpretors. Togéther they made

© Mager's "océan of sound" a realitf; a reality which swamped perfermers in
its wake.- ’ | |

While it is possible to face off music which is made through live

performers with music which is made through loudspeakers, this is

(although a popular aesthetic distinction)'not in fact the fundamental

-
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problem of contemporary music, an‘issue under discussion here. This
problem arose, rather, through a complex musical intrigue, which in fact
.
took place elsewhere in the realm of musical theory. It seems to me
that one can speak of a kind of "squeeze"l. The horizon shrank to 12
tones and to the inflexible rules of‘serialism, with its concomitant
predeterminismi As a consequence, performance practice was refined in
order to accommodate the continuously more precise and even punctilious
exigencies inherent in the works of composers haunted by these strictures.
A parallél could be drawn with Puritanism and Jansenism but I would put
it more colloquially: Ies v&ches maigre de la musique. |
Distgnguished_and even masterly music has paced about in this prisor
for a good fifty years, its substance withering under the scrupulosity
of serialism, simultaneously neglecting a wider more general audience.
It should be noted in passing, however, that the general public was not
deprived of its music. Throughout the same period, as a result of rédio
and then television, of microphones and turntables, the publié has been
‘deluged with sound, covering the whole expanse oé traditional music.
Musical ideas, subsequent toAthe second Viennese school of Schoenberg,
Webern and Berg during théSe years of trial and error experienced a
paradoxicai evolution. Contrary to their original intentions their
development can be described as follows:

Theywere, firstly, concrete despite themselves. The rules of

dodecaphony stretched the ear beyond its habitual listening patterns.

1English in original text.
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What remained to be heard.in a music lacking tonality and often lacking
memorable melodies or reasonable counterpoint? No one in the last fifty
years has had the nmerve to actually face the music.
7 Since timbre, attack, sustained sound, the infinitesimal fluctu-
ations of sound became over-refined, sonc;rities rather than musical idzsas
ﬁQ&Menﬁe heard. In a process aiming at abstraction, tending towards the
quintessence of form, form was no longef perceptible. In all of the
performances, consistent in their extreme difficulty, there emerged from
the sonié refinement'a delicacy of the pprceived sound object which |
supported (G 3candal{) the affirmations of the opposite school of these
who resorted to natural and concrete sound. Thus the extremes touched
and sonority flourished, across a wasteland.
Equally, the process of composition was éffected. Serialism was
so constraining and artificial, that by an extension of its arbitrary
principles it_led to disorder. Just as it was applied to the 12 tones
of the chromatic scale it could as well be applied to anything else —-
sequences, for example, or whole scores. Since fhe formal basis was a
mathematical model, other similar mathematical designs could be called
upon, either a recurring scheme or an aleatoric distribution.
This wés the period when the most important aspect of a concert
was to read the programme notes. The ear was ordered to hear according
" to the intentions of the composer, according to the preconceived scheme.
In fact listening took place in a fog. Not only was the actual sound
different from that.which was amnounced in the programme notes, but it
was insignificant as well., The ultimate result was boredom. The

performers, however, remained brilliant and reassuring. From the midst
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" of the clamour their remarkable performances could still be admired.

These 20 years of extreme boredom, marked in Paris, for example,
ﬂy the concerts of the Domain Musical, had a number of logical outcomes.
Scores were permutated so that a work was never performed in the same
way twice. It was all very clever. In Italy it was called "an open
work'', Behind this game the composer yielded some of his control and
it was necessary to be grateful to him for this act. It was in effect
a period of self-analysis and criticism, the composer's contémporaries
did not ignore the fact that he had sinned through will to power just
as the conductor sinned through abuse of power.

Not only the work but the composer himself'was thrown into quéstion.
After he was commanded to'develop an original language for every situa-
tion, it was suggested to him that he take the supreme sacrifice and
simply disappear. H; was to analyze his own desire for powér and politely
commit suicide. At the very most he was permitted to beqﬁeafh his last
wishes as a creative artist to the performers, unless'he confidea the
musical process to é computer: deus ex machina. In fﬁis extraordinary.
and ongoing set of circumstances, the most moral composer was the one
who best realized his own demise, or invented the most subtle form of
self-amnihilatien,

Self—criticisﬁ'became a contagion and spread from composer to
conductor. It was not enough that the conductor abandon his baten, but
he was also to relinquish his sovereignty. Each performer, reputedly
creative in his own right, was required to participate in the work,
nourish it with his talents, and, if possible, improviée. Even though

jazz had already demonstrated that improvisation is rooted in strfuctures

v
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" from which defined freedoms unfold, improﬁisation without rules was the
order of the day. ZEach ingtrumentalis£ would no longer simply add his
sound; he would instead freely improvise, prompted by the graffiti on
the score., . A barallel'could be‘dra&n between an ensemble of 12 such
pefformgrs and 12 turntables or tape recorders, ?ach playing anything
ét random.

Naturally enough, musicél writing disappeared since notation
expressed an overprecise intention. It was sufficient me?el& to free
someone else's initiative in order to make a conceptual intent. There
was no longer any score to represent' the purely potential if not non-
éxistgnt.composition. The scoré; however, could be revived for 1its
graphic quality and resold to an art dealer if'he thought well‘enough of -
it visually. ‘

None of the important aspects of music remained, neither work nor
composer, score nor conductor. This placed thé performers in the spot-,
light. They could be observed as rugby players in a‘game, but unlike
rugby, music no longer had rules. Musicians were transformed into actors.
Previously, the spectacle of the performers would be subservient to the
music itself. Now the contrary would prevail as music would be no more
than‘a pretext for theatres The name ﬁthéatre-music" was given to this
exteriorization.

Wholly opposed to this development.was a related interiorization, a
search for nirvana, John Cage was the zealous fakir who Aemanded-aééess to
the innermost ear. What was aqtuaily heard was inconsequential; it wéé

the order of intentionality rather than that of empiriéism that mattered.

It was up to the jindividual to make his own music, a theory followed by .
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" Steve Relch and repetitive music;' ” . h |

It was an ultimate fantasy which advocated an economy of material o
the point of repetition ad nauseum; At best it was meditative, but it
could equally be an opiate.

It is a seemingly impossible task,'after outlining all these contrz-
dictions, to draw conclusions, or at least'establish some order from suck
Aispérity. In some cases an objectivity r;placed the work itself with Izs
model, substituting for creative invention the determinism of formulae
sought outside the realm of music. Opposed tgAthis was the éubjectivit;
held by Cage and those who directly or indireétiy became disciples of
Cage. Music as diametrically opposed, or coming from attitudes as differ-
ent as those of Lue Ferrari and Steve:Reicﬁ can be assembled under this
banner. Luc Ferrari taped natural soundé, such as the ambience of a
farm and demanded that it be heard aé music, Reich's music appeared to -
be completely differen}.since it reused motifs.culled from traditional
music; In both cases, however, it was within Fhe.liétening subject that
the musical phenomenon reputedly occurred. Whether by active listening
and a recreative imagination or through the passive impregnation of a
muéical oplate, the premise and result were the same.

A polarity can therefore be constéﬁctéd in contemporary music, one
which transcends current distinctions. Composers can be régrouped at twa
poles regardless of theip formal differences-and their respective schools.
On the side of objectivity we have Xenakis, the innovator, as well as
Boulez, anachronistic heir of serialism. The music of both of these
composers is_debendent on preconceived modeis, or ruleé iﬁposed, a priépf,

on music. Different motives led to the same point wheré the viectory .of
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" intelligent machines is celébrhted”ovér'tﬁe éapriciousness of man.
Opposed to this supreme pfesumption is the eqﬁally supreme illusion of
having all music occur within the listener. Given any transitor& sound
or a mu51cal cllche, the listener would create his own mu31c.. Hére
then at the subjective pole is John Cage and those who fled as he did
into the stronghold of the subconscious. (See figure 1).

Another polarization exists between the instrumental production of
sound and the impression produced in thé'listenef. Within the first
instance objective music was opposed to subjective music, in this
instance the tangible circumstances of the concert are opposed to téose
of the sound laboratory. Music is made with equipment, performed in
front of people, transmitted in differeﬁt ways and produces differeﬁt
effects. In traditional music we volunfarily establish an'equilibrium.
between the visual and aural aspects of-musical‘communication. Radio ani

recordings deprived us of the visible preéence.of musicians but led us =:
hear music be;ter. We are rather like the students df_Pythagoras who
were made.to listen with greater concentration because their teacher in-
sisted on lectﬁring from behind a curtain. This Macousmatic" situation

as the Greeks called it, perfectiy sums up ;ontemporary listening practi:e.
It applies-both teo taped or broadcast‘instrumental music and to electre-
acoustic music. The most important names in ‘electro-acoustic music, suck
as Pierre Henry, were cut off from everythlng visual at this juncture,

and it is not surprising that they attempted to incorporate spoken text

into their sound compositions. Their music was heard as one would reac z

book, rather than as a symphonic performance.
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But there remained composers such as ﬁauricio.Kagel who sought to
resfore the'sPéctacle.' Text and meaning were voluntarily abandoned in
order to draw material }rom'the'absgrd and the irrational, “an inSpiratién
of’gesturés, cries, gags. It was a paptémine leadiﬁg inevitably to
"theatre-music". The case of Stockhausen, another key figure, is more
camplex: 'Because he was able to juétify his work in all pointsrof my cia-
pass, he in fact passed at various stages from one to thé other. After
. goiﬁg "Nordic" by theopizing on elecfronic music in a seriai vein, he
passed to an atavistic forh_of electro—acougtiqs‘as in Hymneﬁ. Then,
after several theatrical "mise en scéﬁeé", he found his "Indian summer”
- the'Way\of Asiatic meditation;‘ﬁHis contempofafy, Berio, on the other
hand, was somewhat lighter in his transitions. Tﬁrough innovative thec:rw
he introduced speech into his music in érdef;to arouse the listener whc
in ﬁls turn was grateful for ‘these entertalnlng sleights of hand.

All of these born mu51cians born unhapplly into these uncertaln )
times, were in perpetual search of the musical. ;n'their search they
involuntarily paid Ihomagé not only to the innoQationé-of which they
prided themselves but to the traditions they desfised. _ 10

In thus grdﬁping some notable contemporary composers into an inter-
play of four poles, I abstain froﬁ vél;e judgement and even from aesthetic
criteria. This diagrém of mine,lif only approximate, ﬁas the merit of
showing that-coﬁtemporary_composers, because of their connection to a

great or at least harmonious epoch of music, are fatally waylaid and un-

balanced by one or other of the four ﬁoles( What we must consider now

is whefher my perspective is only a clever contrivance, a game, or if iz
+ does, as I suggest, transcend particularity to be justified as a
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’fundameﬁtal and indeed univeréal structuring of music,

There have been other eras, of course, which have not ;uffered the
divisiveness described above. .It is not, however; that the four'cardinai
points were not ope?atiﬁe during these epocﬂs. On *he contrary, they
were more clear cut than ever but the compositions were balanced in all

four directions. (See figure 2).

figure 2 i
MUSICAL THEORY
: : ; INSTRUMENTAL
. :
EXPRESSION 3 : ” PERFORMANCE

-

AUDIENCE IMPRESSICN

Eurcpean music in the eﬁghteenth-centurylfor example achieved an
evolutionary apogee. On the instrumental side (at the eaét of my scheme)
the pianoforte had éntered the realm of available musical iﬂstruments. A
compromise had 5een established which concerned instruments and their
tuning, as well as theoretical concepts of tuning. Musical theory (at ths
north) was thus integrated with instrumental practice (at the east). It
might be thought that the music of the time béreiy turned to the other
points of expression (west) and impression (south). Hﬁwever we need oﬁly

preonounce the names Bach,-Beethoven, Mozart or Schubert to affirm that

fl
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 essential aspirations existed, that music was é form of prayer, love,
contemplation éﬁ@ exalt;tionl ‘Technology and theor& were in the ;ervice
of the sublime.

In broad terms, this was thg contgxf, without doubt the protagonis—s
were oblivious to their own merits, caught’uﬁ in the mediocrity of dailx
existence. From our vantage point, however, it is‘all very clear. Now,
.as the situation is reversed, as we are provided with all types of apparz-
tus and theofies, encumbered with méterials, procedures and pretentions,
we have renohnced everything, sublimityiaé well as musical functioning.

We are instead making a music which serves nothing other than itself,
which is mass produced. It is in this way that’ it so strongly resemble:
the contemporary social situation ana expresses 1ts most obvious and
profound impasses. ‘
1 To characterize the difference between these two epochs we might szr
.h#i;;that in the fgrmer, happier one, music most clésely approximéted the |
M’%;ctivity of the ear which will naturally-encoﬁpass, ﬁith its marvelous
agility and omnipresence, all four cardinal points at ance. In the latzsr,
the present, the ear is denied this circﬁm—audition./
:Let us describe, then, the activity ;f the ear. Certainly we listea

with the eyes, but if we close them thé ear is not any less directed }c—

wards;l the east where the sound originates. The ear discerns first of zll

the familiar instruments, approximately numbers the performers, and
isolates the virtuoso by attentive listening. But from what preconceivsi
idea did the ear draw its.informafion? It departed from the s;uﬁd that

it heard in order to go back to the origin of the sound. It is first of

all arrested by the expression, and if it is a musician's ear, it would
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be sufficiently cognizant of instrumental rules and orchestration to

recognize the actual playing or the conductor's ihterpretations. (See

figure 3).
figure 3
sound realization &4—— musical system ‘
of the score : f ‘
. ' instrumental
exXpression «#
. performance
musician's
listening to —» interpretation
expression (performance,
.style, etc.)
\j
sound » listening to
impression musical ideas

TRADITIONAL LISTENING
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Virtually éimultaneouély; the ear abandons this preliminary pléy of
going and returniné from the pepfofménée'to the expression, for ahéther
axis, this time from south to north, fixing its attention on content.

The concert listener without specialized khowledgé would puli himself
from simply recognizing the sound to rise to the musicaii£§ of the work,
that aépect which constitutes its true genius. If he loves Bach or
Beethoven he would incessantly consider the mystery of this exchange
between himself and the music which is able to affect him. Superfi;ially
it seems such a simple process. if the listener is more knowledgeable
and can read a score,ihe would consider the articulationlof this.langu-
age,‘thié astonishing unfolding of expected and unéxpected‘musical events.
This process would traverse the south-north axis of\my diagram, Without
this axis it would not even be possible to diécern whether the music

was played justly or félsely. If listening was reduced to the absofption_
of pure Sounq (south) without the musical system (north), the ear would
have no apparatus for critical appreciation.

This last statemen% illustrates what happens when we‘listen‘to music
from a foreignréulture. We possess neither the key nor the sensibiiity
to appreciate it. The séuthinorth axis>doesn'f'function. In l}stening
to gagaku, we are not only incapabie of discerning the musician's accuracy,
but we‘are ignorant of corresponding sentiment aé well, Similarly we are
incapable of discerning whether a. particular raga is meant for morning or
evening, something which would be obvious to Indian listeners. The east-
west axis functions somewhat better even if we are uniﬁformed. In this
case our éye can help us by interp;eting the method of performing exotic

instruments., We are easily attracted to the expression inherent in the



150

manner,ofype;fgrmance, even if unable té'éppreciéte it fully.
I cannot enlarge on this syétem of the four points of listening and; )
on the vigilance of fhe ear, which has océupigd my personal researéh for
so many &ears. I direct the reader to ﬁy!book, Traité des Objets
Musicaux, published ten years agd contrar§ to popular currents to the
extent.that it has yet to find an English edition. However numerous
people outside France, despite the language problems, have thanked me for
having advanced a plausible hypothesis which concerns not oniy contemporary
music but music universally. I will continuehthis hypothesis without
further jusfification by referring the reader %o the above mentioned work.
%f*%i My cénclusion is simple enough. Music, unlike lénguage, is a hybrid
system relying as much on the natural as the cu}tural; The natural aspect
of music common to,all peoples, involves a primordial vigilance wh;ch
leads us tolépontaneously iﬁterpret sound, as noise, as a.warning, as a-
cue to exercige caution. The distindfion.betWeen noi;e and musical, sound
is in reality fictitious. A culture invents instruments to make this
distinction; if“tﬂis wére fundamental to music, its histozy would have
seen entirely subofainated to them -- which it is not. An example will
“illustrate this. If a dét were ta walk across a piano, if a violin is
struck»inadvertently,rl hear musical instruments but without attaching
an& iﬁportance_to the sounds that they emit, recognizing only noise. _If
on the contrary I hear a door which squeaks or a train which I am on f
paésaé another train, I would possibly.be able té add musical significance
to the noise whiéh I hear. The door squéak can be isolated in pitch. The

trains which pass each other at great speed create an interval of a third

. by means of the doppler effect. This dualism is clearly illustraated in
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the diagram. The eastern point ofSthe east-west axis represents the
instrumental cause of both noise and musical sound. East to west is’ the
emitter-to-receptor direction. But we must,lespecially in an acousmatic
'situation, also éonsider the'receptor—to;emitter direction. The investi-
~gation thus becomes a double one. As I have demonstrated in my Traité:
all muéic contains noise, not in the conﬁotétion of disorder,lbut rather
as an ensemble of perfectly organized secondary characteristics. (See
figure 4).

’

Within the south-north axis, sound is taken to be basic or natural
\

and the ideas relegated as cultural; i.e., artificial. This concept is
no longer:valid. The sound envircnment is not the same in Rome or
Babylon, in New York or Bali, at least in histoyical times. There is a
catalogue of=sounds connected to a Eulture just as there is a catalogue
of musical valueé. Aé for the musical values-themselves,'l propose, as
have many otﬁgrs, that they contain a foundation COmmOn to all musical
cultures which holds to natural laws of acoustics, both phyéical and
physiological. The interpretation of sounds will always be-hybrid acpord:-
ing to an interplay of cultural and natural laws.

When a musical cultﬁre undergoes a sudden mutation, as in our day,
listening habits are overturned and the listener is simultaneocusly con-

: . \

‘fronted Qith a byzantine refinement and a ppimitive coarseness. A
situétion which biases and renders listening incomplete. If the
mutation surpfises the listener with technological novelty as well as
ﬁncertain musical patterns he becomes as unequipped to contend with it.as

_he was when confronted with gagaku or'a‘raga. In'fact the situation is

even more problematic. Japanese and Indian music at least possess .an

Ay
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inherent coherence which is thejiesult of a longstand%ng'historic&i
consensus. What can be agreed to about a music which is just being
sketched, which'vascillates between'the_four‘cardinal points? /It is be-
cause this is in fact the case that I propose truly experimental music
to be antithetical to the current ambition to make original and personal
works., I voluntarily assert the nnn—consequential. When I compose, it‘

is with a desire to research rather than to express. I intend to create

mnew inter-relations of sound which will achiéve a balance of the fcur

i

corners of my paradigm. Without this a musical composition will nct be
understood. And this misunderstanding can be wholly attrinuted-to <he
failure of the composer to arrive ét such a balance./

The layers of this misunderstanding warrant our attention. As was
said before, the listener proceeds from sound to sound source. Nowadzys
he does not find wéll‘known instruments, but new sound sources; if the
music derives from either electronic-music or concrete music, he runs a
double'riskjof losing his bearings. At the times when the sounds are too
obvious they become merely anecdotal, a snund landscape. At other times
when the sounds are produced by é éynthesizen, they constitute'an
undifferentiafed magma, a nameless mixture of sound. Although in theory
the synthesizer contains all possible.instruments, in practice we somehow
misn tne presence of any of them. In short, the synthesizer does not

live up to its potential of being a "mother" instrument, it is simply a

new one.
. NATURAL OR
NANECDOTAL"* LISTENING ————#» INSTRUMENTAL CAUSES { ARTIFICAL SOUND
: | INSTRUMENTS ,

PROCEDURES, ETC.
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Of course one can avoid these hazards by a better chocice of sound
objects or artificial sounds. Ordinary or non-musical listening is still
able to discern procedure behind the guestion of instrurents. The ear is
sufficiently perceptive to discover mcntage, filtering, and most of the
already classic repertoire of electronic composition. The diwvision be-
tween electronic and eonerete music is not decisive; but the one etwean
too much information and not enough, *i1e arbitrzriness ¢ montage and the
redundancy of automaticism, is. The ear, capable of so much, is sver-
whelmed and bored. It refuses to acced>t what it is given as musical.
While the composer may wish to introdice a south-north trajectory, the

listener remains the prisoner of the east-to-west,

"TECHNICAL" LISTENING ————THE S0UND TLUX TiiLE“TORIC

Sometimes he may reach the south-to-north trajectory, but nect always
as the compcéer intended. He may, although denied what he desires and
without joining the composer on his wavelength, actually agree with him
that some passage is efficacious or that some articulation is convincing.
Without knowing why, he is content to murmur: '"that works".

“that works"
but why
2z

When something ''works'" we have gained both inéight and avoiled the
two usual errors of lack or excess of musiczl ideas. There is an excess
of musical ideas when this experimental music, desiring novelty, returms
to outmoded or irrelevant models. It might, for example, employ some

musical folklore, e.g., @ modulation in the minor mode. When the
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composition cannot be extricated from sound events, it is void of musical
ideas.

To compose is to push music blindly forwar< in the search fof a path
amongst fearful obstacles. At timés the route to the future deacends,
~and at others it becomes mired in the past. In.the stabilized world of
western music in the eighteenth céntury it was possible to speak of
schools and aesthetics. But in order o com;are'(classicism and barogue,
iﬁpressionism and romanticism)we need = common langusge. We no leonger
have one and there is no stability; aesthetic differentiations which
yesterday appeared to be important havs today disappeared into a oara-
doxical uniformity, that of cacophony. '

"Cacophony" i1s a Greek substitute for the word 'misunderstood'.

And in this context both stand for an epistemolegical blockage betweern
the composer and the listener. The composer can, of course, hear his

own work in the north-to-south and east—fo—west'directions. The listener,
not privy to the composer's intent, has only the resultant sound and must
retrace in the opposite direction (south-to-north ané west-to-east) by -
grasping both how it is made and what it is trying to say. The process
is analogous to the experience of béing coﬂfronted with a foreign langu-
_age. A foreigner speaks to you in his language and you translate his
statement into your own; what is a stateﬁent for one is a translation

for another. Yet it is necessary that these languages be connected and
convertible.

If music were a language, as 1s coften suggested, it would never have
5een invented. It would have evolved, but oniy slowly and slightly. In

certain epochs, although music cannot be reduced to language patterns, it
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does mirror'them,.allowinglajéulture to express as many original state-
ments as there are works.

At other times the system is worn, it destroys itself and is pushed
aside by an influx of material, as‘occurred in the ﬁiddie of this centuryﬂ
with the "electro-acoustic irruption". It is, therefore, enormouslyi
naive to believé that, in the near future, musical compositions will be
viagble and that the social function of musical communication will De
fulfilled. It is false to say that a composer expresses himself or that
he servés a publip. .If he is authgntic, his work will embody cacophonf,
and he can hardly pretend aﬁything else. He addresses his clevernsss to
himself tﬁrqugh the sounds thét he afranées. He could pretend in order
to further his reputation that he had in fact composed a major work,‘one
of relevance to the fibre pfAcontemporary culture. He may even become
popular,'temporarily at any rate. Bﬁt‘in the last analysis it is only
the'composer} and maybe some rare ini;iates who, if sincere, would be
able to tell whether or not the experiment succeeded or failed, whether
or not cacophony had been transcended. The least sign is thus full pf
promise, the least success, best recognized in the privacy of the con-
science, portends the future. Time must pass before new structures can be’
elaborated and testgd against the natural laws of sound and the consénsus
Of‘society. It is apparent that composition is now ﬁof so much a gquestion
of communication between individuals but an occult correspondence between
man and the cosmos, at cnce pri#ate.and universal.

In science algreat mind will forge a narrow inroad into the expanse
of the unknown, revealing nature's secrets and making them accessible to

our intelligence. But in music the inverse prevails. A-discovery leads
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not sc much into the inteliect, a-relatively well mapped domain, but into-
the. inner realities of man. It is a more profqgnd realization which can
‘be known only in:a collective manifestation.' .
It is this which explains the paradoxical success of coﬁtemporary
music on itS‘limited public. It is not satisfying present needs; but
the sfakes are so high that people wish to ﬁarticipate by gambling on
some player. Human persérverénce is astonishing. Music guards its
secfeté well and husbands an enigma fof-ﬁhich we continue to be Insati-
able. We stand 'in anticipation,;waiting for the" long shot. However,
there is no reason to believe, iﬁ spite of our hopefulness, that we -
shall experience this satisfaction, even in the distant future.
/Contemporary man, howevef; believes in continual progress and
perpetual change. This is infin%tely naive. In the century of Hiroshima
there has been only one change and it has covershadowed e&erything‘elseg

atomic fission. For music to become an agent in this world of destruction:

and power it must accept the risks of radical experimentation./

R



I3

’ ‘ . | oo ) 15[8 _

B : - ‘BIBLIOGRAPHY

I, Reference Materials -

Basart, Ann Philips. Serial Musie: A Classified Bibliography on Twelve
Tone and Electronic Musie. California, 1961.

Crass, Lowell M, A .Biblipgraphy of Electron'ic Music. Toronto, 1967.

Davies, Hugh, "A Discography of Electronic Music and Music Concrete."
.. Recorded Sound, vol. 14 (April, 1964) 205, :

. - International Electronic Mus'l,e Catalogue.. Cambridge,
Massachusetts, 1968. '

II, Books

Appleton, John and Ron Perera, ed. The Development and Practice of
Electronic Music. New Jersey, 11975,

Beckwith, John and Udo Kasemets, ed The Modern C‘om;posez1 and His Worlc.
Toronto, 1961:

Busoni, Ferrucio. The Essence of Music and Other Essays. New York, 1857.

« Sketch of a New Aesthetic of Musiec. New York, 1362,

7

Cage, .John., Notations. New York, 1969.
~ . Stlence. Wesleyan University Press, 1961.
. 4 Year Fro:ﬁ Monday. Wesleyan University Press, 1967.
Carlos Chavez, Towards a Néw Muste. New York, 1937.

Cohn, Arthur. Twentieth Century Music in Western Europe. Philadelphia,
1965,

Deutsch, Herbert F. OSynthesis, An Introduction to the H'z,story, Theor'u,

and Practice of Electronic Music. New York, 1965.

Dibelius, Ulrich., Moderne Musik 1945-1965. Vorgaussetzungen, Verlauf,
Material., Munich, 1966, '

Hauserm, Josef, Musik im 20, Jahrlumdert von Schoenberg zu Penderecki.
Bremen, 1969.

Helmhol-tz Hermann L.F, On the. Sensatwns of a Tone as a Physwlot,,cal
Baszs For ‘the Theory of Music. . trans. Alexander J, Ellis. New York,
lays, :

+



159.

Judpd F.C, EZectromc Mustic and Musique Concrete Lgndbﬁ,‘.i%l.
,Kostelanetz Richard, ed. John Cage. New Yq;‘k, 19704

Lang, Paul Henry, ed. Probleme of Modern Music; New York, 1962,
Messiaen, Qliver. ZTechnique de men Langue Musical. Paris, 19u4,

~ Meyer, Leonard B, Music, the Arts and Ideas: Patterns and Predictions in
' Twentieth Century Music Culture. Chicago, 1967.

MejeraEppler, Werner, Elektrische KZangerzeugung. Elektronische Musix
und Syntheische Sprache, Bonn, 1949, '

Nyman, Michael, E’xperimental Muste: Cage' and Beyond.  Londom, 1374.
Prieberg, F.K. Mustca ex thhﬁna. Vienna, 1960.

¢

Russcol, Herbert. The L'Lber'atwn of Sound: An Introduction to E’Zectmmc
Music. Englewood Cliffs, New Jersey, 1972. .

. \ B
. Schaeffer, P:Lerre. A la Recherche d'wne Musique Concrete. Paris: ,
Editions du Seuil, 1952..

.oooN . A
. Machines a Commmniquer, vol. I. Paris, 1970,

. Machines a Communtquer, vol. II.. Paris, 1972.

. La Musique Concrete. Que Sais-je? Paris, 1967.

. Stoege de 1'0bjet Sonore. , Paris, 1967. Presentation
with recorded examples to accompany Traite des Objets Musicaux.

. Traité des Objets Musicaux. Paris, 1966,

\ -
, ed. De l' Experience Musicale a l'Experience H:maine.
Special edition of La Revue Musicale, vol. 274-275. Paris, 1971.

, ed. Experiences Mus‘bcazes. Special editic;n of La
Revue M,zs'bcale vol, 2u4, Paris, 1959. « -

’ , ed, Vers une Mumque Experimentale. Special Edition of
La Revue Musicale, vol, 236, Paris, 1957.

Pierre Schaeffer. De la Musique Coneréte a la Musique Meme. Special
collected edition of the writings of Pierre Schaeffer in La Revue
Musicale, vol. 303-304-305.  ed. and annotated by Sophie Brunet.
Paris, 1977, B

Schwartz, Elliot and Bérney Childs, ed. Contemporary Composers on
Contemporary Music. WNew York, 1987, :



160

Schwartz, Elliot. Electronic Music, A Listener's Guide., New York,
1975, ' '

Stuckenschmidt, H,H. TWentieth,Cbﬁtury‘Mhsic., trans. George Widenfeld.
New York, 1969, :

Strange, Alan. ' Electronic Music,,Systems,.Ibchniques, and Controls.
Iowa, 1972. '

The Technical Facilities. of the Electronic Music Studio of the Cologne
Broadcasting Station. -trans. D:A. Sinclair. Ottawa NRC, Technical
Translation TT 601-~TT612,- 1956. .

Tryhall, George, FElectronic Music. New York, 1974.
IIT. Periodical Literature

Adorno, Theodor W. "Das Altern der Neuen Musik," Der Monat: Eine
Internationale Zeitschrift, vol, 80 (May, 1955): 150.

Anﬁé;t, Istvan. "Varése;" Conadian Music Journal, vol. 2 (1961) :64.

Ansérmet; Ernest. "L'Experience Musicale et le Monde d'Aujourd'hui,"
Eerits sur la Musique. ed. J<Claude Piguet. Neuchatel, Switzer-
land, 1971. A

Appleton, Jon., "Additive vs. Subtractive Synthesis," Electronic Music
Revtew (January, 1968). \ *

"Aesthetic Direction in Electronic Music," Western
Humanities Review, vol, 18 (Autumn, 1964): 345,

o
"New Role for the Composer," Music Journal, vol. 27
(March, 1969): .

. "Tone Relation, Time Displacement and Timbre -- An
Approach to Twentieth Century Music," Music Review, vol. 27
(Autumn, 1966): 54,

"The Art of the Telharmony," edltorlal in Electrical World, vol. 47, 10
(March 10, 1306): 508,

o Auden, W.,H, "Writing," The Poet's Work: 29 Masters of 20th Century
Poetry on The Origins and Practice of Their Art. ed. Reginald
Gibbons (Boston, 1979): 2u0,

Baﬁbitt Milton. "An Introduction to the R.C.A. Synthesmzer," Jowmal
of Music Theory, (Winter, 1964) 251,

5

., "The Revolution in Sound," . Muste Journal, vol.1l8,7
(October, 1960): 34. . .



« "Some Aspects of Twelve Tone Compos:!.‘tlon," Score,
vol, 12 (June, 1955);' 55.

' . "Twelve Tone Rhythmic Structure and the Electronic
Medium,™ Perspectives of Yew. Mustic, vol. 1 (Fall, 1962).

' "Who Cares if You LJ.sten"" High Fidelity, vol. 8
(Februar'y, 1958): 38.

\Berio, Luciano. "The Studio ¢i Fonologia Musicale. of the Milan Zadio,"
Score, vol. 15 (March, 1936): 83

Bakus, John. "Die Reihe =~ A Scientific Evaluation,™ Perspectives of
‘ New Musie, vol, 1 (Fall, 1963): 1€0Q. :

“Baker, Ray Stannard. "New Music for an 01d World: Dr. Thaddeus Cahill's
Dynamorphone an Extraordinary Iavention for Producing Scienzifically
Perfect Music," MeClures Magazine, vol. 27,3 (July, 1906): 231,

Beeson, Jack. "Otto Luenmg," Bulletin of tne Amemcm Composer's AllZance,
. vol. 3 (Autumn, 1953):

Boulez, Pierre. " 'At the Enc of Fruitful Lands...! " Die Rethe, vol. 1.
Pennsylvania, 1958. Original publication of Die Refhe, wol. 1l in
German; Vienna, 1855, '

Brown, Clement. "How to Make Zlectronic Music," Popular Science,
vol, 126 (April, 1860): 134,

Brown, Earle.” "Form in New Music,”" Source, vol. 1l: 48

Canby, E,T. "Electronic Music Styles," Audio, vol. 53 (Octcber, 1963):
34, ’ » '

Cowell, Henry, "Composing With Tape," Hi-FL Music at Home, voi. 2
(Januapy-rebruary, 1956): 23, _

(1928): 9.

R x'Iihe Music of Edgard Varese,“ Modern Music, wvol. 5,2
Cross, Lowell, "Electronic Music 1948-1353," Perspectives of New Music,
vol., 7 (Fall, 1968):

De la Vega, Aurelio. "Electroanic Music, Tool of Creativity," M.sic
Journal, vol. 23 (September, 1285): 52.

"Regardmg Electronic Music," Tempo, vol. 75

(w:l.nter, 1965-~66):

Dennis, B, "Metamorphosis in Modern Culture, the Parallel Evolution of
Music and Palntlng in Twentieth Ceutury Culture," Iempo, vol. 78
(Autumn 1966) :



)

' Feldman, Morton. "Befwegh'Categories," Composer (U.,S.), vol. 1 (1969):
73, . .

o "Pre-determinant/Indeterminant," Cbmposer,'vol. 19
(,].96'7)' 19, :
Forte, Allen. "Composing with Electronies in Cologne " High Fidelity,
vol, 6 (October, 196697 64.: ' .

Gerhardt, Roberto. 'Concrete and Electronic Sound Composition," Music
Iibraries and Instruments..London' 1961.

~Golea, Antoine, "French Music since 1945," Muszcal Quarterly, vol. 51
EJanuary, 1965):

Hamilton, Donald. MA Synoptic View of New Music," High Fidelity,
vol. 18 (September, 1868); 44

Jeanneret-Gris, Charles Edouard (Le Corbusier). "The Phillips Pavilion

and the Electronlc Poem " 4rt and Architecture, vol. 75 (November ..,
1958) ;

Judd, F.C. "The Composition of Electronlc Mu51c," Audio and Record Revi:u,
vol, 1 (Novembar, 1961)

Keller, H., "The Contemporary Problem," Ibmpo, vol. 89 (Summer, 1969):

Klein, L, M"Twentieth Century Analysis: Essay.in Miniature," Music
Educator's Journal, vel. 4 (19686): 63.

Krenek; Ernst. "Is the Twelve Note Technique on the Decllne°" Musiecal
Quarterly, vol. 39, 4 (October, 1953): 513.

T "New Developments in Twelve Tone Technlque," Music B%vzz.,
vol. 4,2 (May, 1S43): 81, ' :

Lawrence, H, "Music Criticism in the Electronic Age," Audia, vol. 44
(October, 1960): 78. :

Lesure,-Francois; "Debussy at Edgard Varese," Debussy et l'Evolution.
Paris, 1965,

Luening, Otto, "Some Random Remarks About Electronlc Music,™ Jburnal o
Music Zheory, vol. '8 (Sprlng, 196u)

« "An Unflnlshed History of Electronic Music,”" Music
Educator's Journal, vol, 8 (November, 1968): u2.

Malec, Ivo, "Musique Concréte 1948-1968," Melos, vol:136 (Febpuary, 19¢%):
53, c ‘



162

" Marcel, Luc~André. “"Arnold Schoenberg," Cahiers du Sud, . vol. 24 (2
Semestre, 1951): 130Q.. ' ‘

Nyman, Michael. "Fluxus and the Experimental Music Tradition," Art and
Artists,vol. 7,7 (October, 1972): ui.

o . "Interview with Steven Reich," Musical Times,vol. 112
(March, 1971): 229. .

Pol, G, "A Galaxy of Space Music," Musical Journal, vol. 27 (January, 1:59)
: 48,

Potter, Ralph K. "New Scientific Tools for the Arts," Journal of Aesthziics
and Art Criticism, vol. 10,2 (December, 1951): 126. .

Powell, Mel. "Electronic Music and Musical Newness," The American
Scholar, vol. 35,2 (Spring, 1966): 290.

Pousseur, Henri. "Calculation and Imagination in Electronic Music,”
Electronic Music Review, vol, 5 (January, 1968): 21.

Reynolds, R. "Indeterminacy: Some Consideratibns,"'Perspectives of Neu
Music, vol. 4 (1965): 136.

Ruwet, Nicolas. ‘"Contradictions du Langhe Sé%iel," Revue Belge de
Musicologie,vol. 13. Brussels, 1959: 1.

Salzman, Eric. 'Music From the Electronic Universe," High Fidelity,
vol. 15 (August, 1964): 54, ' '

Schaeffer, Myron. "The Electronic Music Studio of The University of
Toronto," Journal of Music Theory, vol. 7,1 (Spring, 1963): 73.

Schaeffer, Pierre., 'Anamorphoses entre Musique et Acoustiques," Gravesw:2r
Blatter, vol. 17. Mainz, 1960.

\ \
s . "Introduction a la Musique Concrete," PFPolyphonie
vol., 6 (1950): 306.

' "La Muéique Concrdte," La Vie Musicale, vol. 1 (July-
August, 1951): 8.

. N
""""" SRR . "La Musique Concrete," Journal de la Musique Frangaisa,
vol. 1 (December, 1868): 38..

AS
""" I . "Musique Concrete et Connaissance de 1l'Objet Musical,"
Revue Belge dz Musicologie, vol. 13. Brussels, 1959: 62.

o S . "La Musique Ecartelde," published as "Sound and the
Century: A Socio-Aesthetic Treatise," trans. with introduction by
Donna Zapf, Varguard, vol. 9,1 (February, 1980): 6.

. "La Pensde Encombrée,“ Prospective,vol.15. Paris, 1963,




v ) o 1€-

S . "La Sévere Missian de la Musique," Revue deSthetiq;é
(April, 1968). This was the result of a conference held in Januar:,
1968, - .

""""""" ", "Sous le-Divan la Rue " Etudes Psychotherapiques,
vol, 33 (September, 1978), :

. "Spectacle et Information," Preyves,- vol, 196 (Junz,

L T T R S S

. "Le Triangle et la Communlcatlon," Preyves, vol. ZI2
(December, 1967).

Schiffer, Brigitte. "Darnstadt: Citidel of the Avant Garde,"  The Worli
of Music., vol. 11,3 (1969); 32..

Schuller, Gunther. "COnversatlons with Varese " Perspectives of New M.:le,
vol 3,2 (1965); :

o "The' New German Music for Radio," Saturday Review,
vol, 45 (January 13, 1962): 62.. . ,

Stockhausen, Karlheinz. "The Concept of Unity in Electronlc Music,™
Perspectives of New Musie, vol. 1,1 (1962):
o . "Electronic and Insfrumental Music," Die Rethe,
vol. 5, Pennsylvania, 1961. : :

Tallmadge, William H, "The Composer's Machine," Journal of Aesthetics
and Art’ Crztzc%sng vol., 19,3 (Spring, 1961): .339.

Ussachevsky, Viadimir, "As-Europe Takes to Tape," American Composer's
Alliance Bulletin, vol. 3.3 (1953).

. "Columbla-Prlnceton Electronic Music Centre,"
Revue Belge de Musicologie, vol. 13. Brussels, 1959: 129,

o © . "usic in the Tape Medium," Revue Belge de Musi-
cologie, vol. 13, Brussels, 1959; 128. ‘

"The Process of Electronlc Music," Journal of
the Aﬁ&bo Engineering Soctety, vol, 6 (July, 1958): 202.

Valery, Paul. "L'Homme et la Coquille," La Nouvelle Revue Francaise
(February 1, 1937)., Reprinted as '"Man and the Seashell," {rans.
Ralph Manheim. Paul Valery, An Anthology. Princeton University
'Press, 1956, ' ' '



162

: . "Podsie et Pensae’ Abstralte " 'was delivered as the Zahar::f
Tecture at Oxford, March 1, 1938 and was published by Clarendon Prsss,
1933, Reprinted as "Poetry and- Abstract Thought," trans. Denise
Polliot; Paul Valery, An Anthology. Princeton University Press,
1956,

Varese, Edgard. "A Communication;" Musical Quarterly, vol. 45 (1955):5'4.

' e « "Les Instruments de Musiques et la Machlne Electronlqu- "
L'Age Nouveau, val, .92.(May, 1955): 28.

""""""" ©° . "Musik auf Neuén Wegen," Stimmen, vol. 15 (1949): 401.

' "Organized. Sound. for the Sound Film," Commonweal,
vol, 33 (1949): 204..

Waterhouse, J,C, "A Futurlst Mystery," Musze and Musicians,. vol 15
(Aprll 1967):

t

"Music and Noise," Musie and Muszctans, vol, .14
(January, 1966): 28.-

WenaChqnga Chou, "Varese: A Sketch of the Man and His.Music," Musical
Quarterly, vel. 52 (April, 1966): 151.

Xenakis, Yamnis. "The Orlglns of Stochastic Mus;c," Tempo, vol.. 88,9
(Autumn, 1966)

Zinovieff, P. "Electronlc Salutes Concrete," Muszc and Muszczans vol. -7
(March 1969): .



VITA

Zapf Donna Doris-Anne

Surname: Given Names:

B.C. October 24, 1950

Place of Birth; 'ictoria, Date of Birth:

BEducational Institutions Attended, with Dates of Bntering and Leaving:

University of Victoria 1969 to 1973
University of Victoria 1975 to 1980
to
to

Degrees, Diplomas, Etc.,, Awarded with Dates and Names of Institutlons:

B.Mus 1973 University of Victoria

Honors and Awards:

Harbord Entrance Scholarship in Mugic, 1969

Harold Beckwith Memorial Book Prize in Music, 19773

University of Victoria Fellowship, 1975/76

University of Victoria Fellowship, 1976/77

Canada Council M,A, Scholarship in the Humanities, 1973 (declined)

Commonwealth Scholarship for Doctoral Studies in Musicology, 1977 (declined)

Publications:

Pierre Schaeffer. "Sound and the Century - A Socio-Aesthetic Treatise".

trans. with introduction by Donna Zapf. Vanguard , vol.9, no.l. (February, 1980)




PARTIAL COPYRIGHT LICENSE -

I hereby grant the right to lend my thesis or dissertatlon (the title of
which is shown below) to users of the University of Victoria Library, and
to make single copies only for such users or in response to a request from
the library of any other university, or similar institution, on its behalf
or for one of its users. I further agree that permission for extensive
copying of thls thesls for scholarly purposes may be granted by me or a
member of the University designated by me, with the understanding that I
will be informed of such copying. It is understood that copying or
publication of this thesis for financial gain shall not be allowed with-
out my wrltten permission.

Title of Thesis/Disseration

Musique Concrete

A Translation and Analysis of Two Essays of Pierre Schaeffer

L'Experience Concréte en Musique

La Musique Ecartelée

‘f

o

Author






