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ABSTRACT OF THE THESIS

THE RELATIONSHIP BETWEEN ELECTRO-ACOUSTIC MUSIC AND -
INSTRUMENTAL/VOCAL COMPOSITION IN EUROPE IN THE PERIOD
1948-70

by John’' Dack~» "

The study seeks to establish how theories and concepts
derived from electro-acoustic practice can inform
musiciang sbout the nature of instrumental thought.
Ingstrumental/vocal musical languages are particular
representations of a wide framework of fundamental musical
laws. The most succegsful expression of these laws is
through concepteg of electro-acoustic music. Ag a regult
many points of contact between hitherto unconnected areas
of mugic are revealed.

Three principal subject -areas are investigated:

1) The development of Pierre Schaeffer's musical
researchesg: The researches under consideration are those
conducted from 1948 up to the publication of the revised

edition of the "Traité des Objetg Musicaux™ in 1977. The
importance of new musical concepts and Schaeffer's

Programme de la Recherche Musicale are discussed. There
has been no extensive examination of these in English.
Consequently, neither Schaeffer's position, nor French
electro-acousgtic mugic's role in the development of
contemporary music has been efficiently assessed.

2) The Cologne studio's development during the period
1953-70: Particular-emphasis is given to a discussion of
the studio's relationship with the evolution of serial
thought. This relationship is identified as the main
stimulus for many of the studio's musical concepts in
addition to its preoccupation with electroniec sound
generation. Furthermore, the conflict between Paris and
Cologne regarding musical ‘languages is examined and the
theory of eventual convergence of views 1is contested.

3) The nature of Schaefferian music theory: The concepts
of valeur/caractére, permanence/variation and Schaeffer's
concept of the "instrument" are discussed. It is proposed
that Schaefferian concepts offer a significant methodology
for the study of contemporary music. They assist,
therefore, our understanding not Just of electro-acoustic
music but contemporary music in general.
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TABLE OF CONTENTS

Page
Abstract , 11
Acknowledgements | vi
Preface : | 1
Chapter 1 The Regearches of Pierre Schaeffer
1.1 Introduction 5
1.2 The Concrete Attitude . .8
1.3 Musigue Concréte - | | 13

1.4 The Acousmatic Situation and its Consequences 22

1.5 Valeur and Caractére 29
1.6 The Experimental Solfége 33
1.7 The Programme de l1la Recherche Musicale 37
1.8 Typo-morphology- - - 43
1.9 Typology 46
1.10 Morphology 61
1.11 The Types of Typology * o 71
1.12 The Classes of Morphology 89
1.13 External Morphology 100
1.148 Characterology and Genres 103
1.15 Analysis and Species 112
- 1.16 Synthesis 128

Chapter 2 The Cologne School

2.1 Introduction 131
2.2 The Foundation of the Cologne Studio 133
2.3 The Relationship between Electronic Music

and Serial Thought 136

(111)



2.8

2.8

2.9

210

Chapter 3 Schaeffer's Researcheg and

3.1

3.9

3.10 Schaeffer and the Instrument

The Rejection of Instrumental and Concrete

Sounds

The Reasgsessment of Serial Thought
Foundations of Electronic Music

Methods of Sounds Synthesis in the

Cologne studlo

Electronic Materials of the Cologne Studio
The Cologne~Paris Disagreements

The Legacy of the Cologne Studio

- Instrumental Thought

Introduction

The Nature of Schaefferian Theory

The Schaefferian Concept of "Instrumental

Thought"

The Dualism of Permanence/Variation

The Dualism of Valeur/Caractére

Timbre

Registers

Jau

Epilogue

“"Musical Discourses

References

Bibliography

(iv)

144
150

156

160
165

173

182

189

196

201
207
211
219
230
240
234
250
256
260

371



LIST -OF DIAGRAMS

1 Programme de la Recherche Musicale

2 Recapitulation of Typological Criteria
3" Morphological Criteria

4 ‘Tableau 'Récapitulatif de la Typologle
5 Tableau Récapitulatif des Sons Redondants
~ “ou- Peu Originaux

6 Tableau Récapitulatif des Solfége des
-:0ObJets Musicaux

7 Types and Genres of Grain

8 Genres of Attack

9 Basic Elements of the Cologne Studio

10 Objets Donnés 4 Entendre

LIST OF TABLES

1l Typological Types
2 Typology of Varying Sounds

3 Typology of Variations

i

Classes of Grain
Classes of Allure

5
6 - ' Impact of Grain

-3

Impact of Dynamique

o

~Impact/Module of Allure

9 Impact of Profil Mélodique

10 Morphological Criteria and Perceptual Fields

(v)

39

62

72

81

108

110

172

122
123
125
127

232



ACKNOWLEDGEMENTS

I would like to express my gratitude to mvggirector of

C

studies Dr Denis Smalley of the University of East Anglia.

Without his patient guidance I could neither have
attempted to unravel the complexities of Schaeffer's
researches nor begun to understand their significance. I
would also like to extend my thanks to my supervisor, Per
Hartmann, for his encouragement and advice. In addition,
I am most grateful to Christine North of MiddleseXx
Polytechnic both for her many helpful comments on my
-translations from the French and her explanations of

contemporary French thought. Likewise, I am indebted to

Sigrun Walker for her advice on translating German texts.

(vi)



Preface ' J e

This study examines the development of electro-acoustic
musical thought in two European studios: the research
group of Plerre Schaeffer at the Radicdiffusion Télévision
Fran¢aise in Paris, and the Studio fUr elektronische Musik
at the Westdeutscher Rundfunk in Cologne. The study will
demonstrate the important positions of both studios in the
evolution of electro-acoustic music since 19U48. The
central aim 1is an investigation'of their potentially

significant, though hitherto largely unrecognized
relationship to the concepts of "instrument!" and

"instrumental" thought. With the diversity of sound
resources and musical languages evident in music of the
post-war period a full understanding of such fundamental

concepts is increasingly necessary.

The study comprises three sections. The first two
identify and examine Key concepts in musical thought
emanating from the Paris and Cologne studios respectively.
Establishing the development of these concepts in an
historical perspective demonstrates the gradual evolution
of each studio in response to changing musical and
aesthetic demands. Particular emphasis is given to ™
Schaeffer's researches. No substantial investigation or
assegsment exists of these.  Consequently, his musgsical
theories tend to be eclipsed by more familiar developments
in Cologne. Redressing this imbalance isg a principal
objective of the study. The third section proposes the

1



Schaefferian system ag the most appropriate framework for
understanding "instrumental" thought. This is
demonstrated by elaborating Schaeffer's researches and
applying them to notions inherent in instrumental

1&"2“&23. Y " e T e - - *

An. important aspect of the study will be the explanations
of musical concepts and terminology. - Comparisons between
the French and German approaches are, perhaps, lnevitable
and can prove immensely valuable. -However, - they must be
based on an accurate understanding of the aims of both
studios which, even though. they were subject to revision,

remained fundamentally different.-- Fallure to understand
Key concepts has led to over-simplified accounts of .- -.
electro-acoustic music's repertory and evolution thus
distorting 1its role.in contemporary music. There 18 no-
doubt that musicians at both studios utilized the
potential offered by recording technology for the storage
and manipulation of.sound.. However, this common-:use of
the studio. environment should not encourage the ..
superficial impression of a general consensus regarding.
musical aims which were shared by most, if not all, -
musicians participating in the electro-acoustic medium.
If the development of electro-acoustic music had been a
neat concatenation of events leading to-a single goal,.
then Schaeffer's early researches might be considered. as
little more than a tentative first step, superceded by
Cologne and subsequently-.consigned to the history. books.
The differences, however, were not simply minor squabbles

2



regarding the aesthetic validity of the sound repertory
favoured .by either studio. From the outset the
repertories of both studilios displayed a marked preference
for different sound materials - concrete in Paris and .
electronic in Cologne.- - But the exploitation of particular
sound materials was in itself of less importance than the
musical assumptiong 1t represented. Goals certainly
exlsted, but they were never common goals. On the one
hand, recorded sound and the manner in which it was
perceived 1in the studio inspired Schaeffer to embark on

hisg lengthy research programme. The first stage of this
was the creation of a framework to classify and describe

the complete sound universe. On the other hand in
Cologne, electronically generated sound appeared to offer
solutions to the increasingly intractable problems which
resulted from the application of serial thought to music
realized solely by traditional instruments. Broadly
speaking, the electro-acoustic medium can be described as
a cause in Schaeffer's case, but an effect in reference to
the Cologne studio. Such complexity cannot be reduced to
a esimplistic notion of convergence of aims which appears

to have acquired the status of a truth largely because of

its frequent repetition.

Vestiges of these sharply contrasting attitudes continue
and can be recognized in the development of contemporary
musical languages. The existence of such differences
demonstrates that electro-acoustic composers should not be
merged indiscriminately into a single, subsidiary branch

3



of the musical avant—-garde. Even in its earliest days the

electro-acoustic medium proved 1tself capable of

encompassing and fostering divergent attitudes.

Understanding these attitudes will help to disentangle the
complex strands which represent electro-acoustic musie's
relationship with contemporary music in general and lead

tOo a more accurate assessgment of the relative

contributions of the Paris and Cologne studlos.



Chapter 1

The Reséarchea of Pierre Schaeffer

1.1 Introduction

Musique concréte’was the first musical medium to originate
from an integration of musical research and technology.
Its importance, however, should not resgt solely on its’
historical position as the forerunner of all
electro-acoustic music. Despite the relatively brief
life-span of musique concréte proper it promoted a
succession of developments that continues”“to exert a
significant influence on contemporary music. Consequently
a legacy exists that is more than a simple augmentation of
| sound resources and compogitional techniques. An
evaluation of the gignificance of musique concréte is
inextricably linked to an accurate understanding of the
objectives proposed by ite adherents. These objectives

[

are frequently misunderstood.

-

Caution is always required when examining a medium in
retrospect, even more so when the subject's origin is so
recent. Electro-acoustic music is not a petrified
collection of compositions and musical theories. ' It is
still developing, and encompasses a wide range of -
different stylistic and aesthetic interests. Any proposed
evaluation must take into account these gradual and
continuing changes. Significantly, an organization which
is a direct descendant of the studio in which musique

concréate originated continues to operate in Paris.  Today
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called the -Groupe de Recherches Musicales(l) it provides

facilities for electro-acoustic research, composgsition and
performance. Utilizing both analogue and digital
technology it was established as a ¢entre for the
promotion and dissemination of electro-acoustic music and
its attendant aesthetlic ramifications. The existence of
this organization 1llustrates the unbroken evolution of

both electro-acoustic music in general and the French

experimental tradition in particular.

Most of the credlit for the early musical and aegthetic
development of musique concréte can be attributed to

Pierre Schaeffer(2). It was his decision, for example, to
adopt the name musique concréte. His researches,
conducted during the nineteen-fifties and -sixties
gradually consolidated into a comprehensive and flexible
method for the classification, evaluation and (he hoped)
the eventual structuring of sounds. In 1943, as the
director of a research project in musical acoustics under
the ausplces of tﬂe Radiodiffusion Télévision Francgaise,
he began his first investigations into sound. A major
feature of this project was the recording of a wide
variety of sounds on disques souples(3). The new
experience of hearing isolated, recorded sounds replayved
in a studio environment encouraged Schaeffer to develop
new musical concepts. After several years of composition
and research he considered the possibility that such
sounds might have musical applications, and in the first

half of 1948 he began to formulate notions that were to
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evolve "into nmusique concrete.
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1.2 The Concrete Attitude ; )

The term "concrete™ hag been ‘incorporated into- the

vocabulary of music since 1948(4). Unfortunately
Y"concrete™ has been' the source of many misunderstandings.
These are largely attributable to the several distinct but
closely related meanings that the term has acqQuired. It
is essential to clarify these differences . in order to gain
a clear -understanding of French electro-acoustic practice.
"“Concrete" is £8ti1l11 frequently used as-an adjective to
differentiate recorded "natural" sounds: (whether
instrumental, vocal or environmental) from those produced

by electronic generation. . Its use in this sense is-

exemplified to-an extent by the expression: musgique
concréte.,  In-the nineteen-fifties ‘this expression denoted

4

an l1deological stance regarding musical materialgs. It was

proposed; o -

"(...) not without a spirit of provocation by
Plerre Schaeffer.'"(5) s

This "provocative" aspect appears to demonstrate a
conscious opposition to-the electronically generated
sounds and serial asesthetic favoured by musicians in
Cologne. Although there is doubtless an element of truth
in the suggestion that it was deliberately antagonistic it
must be noted that Schaeffer's use of the term pre-dated -
the founding of the Cologne studio by at least three
vyears(6). It was not, therefore, adopted simply as a

reaction against other studio-based musical developments.

8



Despite the difficulty of ignoring the antithetical nature
of the terms "concrete" and "electronice™ it is too
geimplistic to suggest that musique coneréte was so named
simply becsause 1t made use of sounds with evocative,
anecdotal references. Thisg would imply that "concrete"

wag little more than a synonym for "“Yreal" recorded sounds.

In a wider sense ""concrete'" came to denote a fundamental
re-balance of traditional attitudes towards sound and
mugical composition. The "Yconcrete attitude' promoted an
experimental methodology which emphasized the role of the
listener. A new musical theory could be formulated by
studying the interaction between perception and the
complete sound universge(7). Schaeffer expressed his

intentions as foliows:

"Instead of notating musical ideas by symbols of

so0lfége and entrusting their concrete realization

to known musical instruments, 1t was a Qquestion

of collecting the concrete sound, wherever 1t

came from, and of abstracting the musical values

which it potentially contained.'"(8)
It is significant that the terms "concrete!" and Yabstract"
were uged frequently by Schaeffer. His reference to then
ags "the 'isotopes!'! of reality" (''ces deux aspects sont les
'isotopes' du réel")(9) is corroboration that "concrete"
was not merely a generic opposite to "electronice'.
"Concrete' thus attains further significance when regarded
as a pole of the concrete—-abstract dualism, representing a
cycle of processes undertaken by the listener's

perception. This dualiem was (indeed 2till 1is) the

framework within which a musician can discover



experimentally the musical potential of a sound. First,
gggggjpefceptible aspect of the sound should be considered
- the "concrete'" pole. Then:certain aspects would be
intentiocnally abstracted(10) to see 1if they could function
as principal articulators of the musical discourse -~ the
Yabstract" pole. In practice this would entail much
"systematic toing and froing" ("l1'aller et le retour
systématique')(11) between poles. ' Aspects might be chosen
which could subseguently prove difficult to perceive as -
structures or elements of structures and the aspect's role
in the musical ‘discourse would then have to be -

recongidered. : _ AN

By expanding the number of potential elements which might
be abstracted from a sound and which might contribute to a
discourse-the concrete attitude undermined traditional
musical presuppositions. These were embodied in the
written score, representing with considerable accuracy
those sound aspects traditionally considered- -the only ones
capable of being abatr;ctea - piéch énd dﬁration of ;itch.
Other aspects such a; dynamic levels and nuance can only
be apﬁroximately indic;ted a;d are realigéd princip;llv at
the ﬁusician'e diacreti;n during a ﬁerformaﬁce ;nd are'

X -

guided by appropriate performance practice. "Concrete',

1

therefore, dld not describe a musical language dependent

-
4

on anecdotal reference, although it 4did refer to the

potential "raw" resources of the sound universe(i2).

Schaeffer wrote unequivocally that he wanted to establish:

"(...) musical research starting from the

10



concreta, but always wholly dedicated %o*the |
reconquering of the indispensable musgical
abstract.'"(13)

It may seem gurprising that a medium indivisible from

technology did not take advantage of the apparently
precise nature of scientific information. Schaeffer had
collaborated with scientists in the first years of his
researches. The physlicist Abraham Moles was the co-author
of the final section of Schaeffer's first book "A la
Recherche d'une Musique Concréte' and his advocacy of an
experimental approach is reminiscent of scientific
formulation and testing of hypotheses. Schaeffer was
adamant that the concrete attitude indicateddthat
scientific instruments could provideﬁinformation only
about the physical nature of the sound signal. Such
information may have been of great benefithinrsome cases
but 1t was the role of perception to direct the
abstraction of sound aspects and the creation of
relationships between them.

"It is relatively easy to know the acoustic or

even the phonetic¢c characteristics of sound, it is

extremely difficult to define exactly their

inherently musical characteristics."(14)
The assumption that each scientifically quantifiable
characteristic had a direct perceptual correlate was shown
by experiments to be false(15). For example, a

measgurement of two sounds may reveal chronometrically

identical durations. This does not mean that the

durations are musically equivalent. One sound may display

an unusual shape or behave in an unorthodox fashion which

would be more striking and probably make the sound more

11



musically "interesting'. Accordingly the "musical', as
opposed to the chronometric, duration could be perceived
as longer. Schaeffer devoted much attention to the study
of such "“"anamorphoses'! or warps of perception and
recognized that their musical significance could not be
understood by recourse to parametric notation. He claimed
guch notation only created conditions in which:

"One gets one's bearings on a false map, which 1is
the same ag8 being logt."(16)

Schaeffer bellieved that if the perceptual principles
underlying musical experience were understood, then
opportunities would exist for establishing new foundations
for evaluating and creating musical structures.
Furthermore, he believed that an understanding of these
principles, in conjunction with the great potential
offered by new techniques of sound manipulation, would
raveal the real predispositions and limits of human
perception(17). It is8 in this wider context that the ferm

"concrete™ must be understood.

12



1.3 Musique Concrate

During the period 1948-52 musique concréte emerged ag the
inevitable musical outcome of the concrete attitude. The
first musical works were realized according to the
experimental methods implied by Schaeffer's concrete
attitude and set the pattern for the concurrent
progression of research and composition. Schaeffer's
claim of an inversion in musical composgition was confirmed

by work methods developed from these new studio practices.

The innovative use of equipment, both to facilitate the
evaluation of sounds and to create new material, was
present from the beginnings of Schaeffer's researches. He
realized that the results of two early experiments using
"adisgques souples' could be used to the benefit of
composers' techniques. These experiments emphasized the
significance of isolating sounds from a causal context and

the effect on a listener's perception of hearing a sound

repeated exactly.

The first experiment was known ag the cloche coupée(18).

It conslisted of removing the first few milliseconds of the

sound of a recorded bell. The following is Schaeffer's

description of the experiment:

"Having hit one of the bells, I recorded the
sound after the attack. Deprived of 1its
percussion the bdell becomes an oboe. I prick up
my ears. Would a crack appear in the enemy's
ranke? Would the advantage change sides?"(19)

This experiment alone appears to have provided sufficient

13




encouragement to Schaaffer in his researchea. It revealed
that removing part of a sound might produce unforseen
consequences. A completely new sound would be heard, -
bearing remarkably few similarities to the-original. The
firet few milliseconds of the -bell sound, for example,
contained a complex harmonic spectrum resulting from the
impact of the clapper-againat the side .of the bell. This
gpectral content appeared to be consistently complex
throughout the sound's duration. However, once the moment
of percussion was removed, the spectral content of the
remaining sound was in fact much less complex. IA change

in a sound's dynamic and temporal progresgss altered the

perception of its spectrum. - This seemed to offer
limitless potential for experimentation. Schaeffer placed
this experiment -at the beginning of musique concréte: -

"Where does invention reside? When did it

happen? I reply without hesitation: when I

-fouched on the sound of bells. Separating the

sound from the attack constituted the inventive

act. All musique concreéte was contained *

embryonically in this inherently creative act on

sound material."(20)
The second experiment produced an indefinite repetition of
all, or part, of a sound. This was achieved by the use of
a recording with a sgsillon fermé(21), (a technigque that was
eventually 'superceded by the more convenient tape:.loop).
The precise repetition of sounds thusg acqQuired a
mechanical accuracy almost impossible-to achieve by human
executants and allowed the listener to direct perception
towards different, perhaps very transient aspects of the
gound., In addition repetition would, Schaeffer hoped,

allow the sound to exist as an independent element,

14



unrelated by reference to-a source. By-encouraging
perception to concentrate on internal details during
successive repetitions, causal reference was generally

minimizeq. This reduction of causal reference wasg to
become an inereasingly important reguirement in
establishing & sound''s autonomous existence in musique
concreéte., Referring to these points Schaeffer wrote:
"‘Now the gillon fermé had given me the feeling
"that I possessed an incontestably powerful
analytical tool. The sillon fermé, despite.its
discontinucus allure - which made one think of
the collages of the first surrealist painting -
had freed in‘a matiédre as unprepossessing as the
'pure (railway) carriage'!, elements of montage,

which were undeniably suitable for construction
without any 1dea of imitation.'(22)

Recording technolo;; enabled composers to collect
libraries of sounds which could be evﬁluated empirically
to-determine their musical potential. -.-Then they .could be
arranged in families of sounds basged on their perceived
attributes. PFurthermore, these families could be
augmented by new sounds specifically created by musiqQue
concréte techniques.  This'would lead to the exploration-
of increasingly subtle relationships between sounds.
Musique concréte did not-disregard .the fine gradations of
dynamic levels and articulation of shapes which were
traditionally controlled by a performer; their realization
could instead be assumed directly by the composer.
Schaeffer hoped: that such processes would lead to -

increaged sensitivity:

"The concrete experience reveals within the ear,
and almost without relationship to the musical
ear, a sound eye, sensitive to forms and colours
of sounds. Since there are two ears like-two
eyes, there sghould also be a sensitivity to the

15



perspective of these sounds. (...) Musique
conecréte is nothing other than becoming aware of
this phenomenon, previously implied, but unable
"to be grasped through instrumental sound."(23)

i

Eventually, by experimentation and practised listening,
various methods of manipulation and combination were

developed. The following list(24) was enumerated by

Chion:

1) splicing

2) loops

3) reversal

4) manipulations of forme, (e.g. homogenization of
dynamic envelope)

5) change of tape speed

6) manipulations of masse, (e.g. filtering, ring
modulation)

7) reverberation, echo, accrochage

8) multiplication via tape delay

9) mixing, creation of stereo images

10) special and composed manipulations, (e.g. vibrato,
combinations of above techniques)

11) "Y"imaginary manipulations" |

These formed the basic techniques subsequently used in

musique concréte composition.

"Musique concraéte', like 'the word "concréte" itself, is
often encumbered with terminological misconceptiong. Its
development shows signs of distinct periods, each one
displaying specific characteristics(25). The early years,
often mistakenly considered as the period of naive "noise
music', tend to provoke more comment than Schaeffer's more

sophisticated later researches. Comments such asg:?

"(...) the ambition was born to tame these noises
and impose our scales on them."(26)

can lead to misconceptions if they are not understood in

-

their correct context. The simplistic notion of using

"noises" as an iconoclastic attack on the materials of

i
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music would relegate musique concréate to little more than
& faclle realization of a pseudo-futurist aesthetic(27).
From the earliest studieg Schaeffer and his associates
intended to exploit the sounds as structures in musical
contexts., Despite the often recognizable sources their
intention was‘not*mefelv to evoke the sound's causal -
origins. Accordingly, the first musique concré&te work,

Schaeffer's Etude aux chemins de'fer(1948)(28), was meant

=

to be heard as: .

"(...) a 'study of rhythm' and not a 'still 1life

with train': an ‘'abstract' work rather than an

evocation."(29) - 0
Nevertheless, the anecdotal character of many sounds
- dominated. "'No doubt this can be largely attributed to the
exploratory nature of the compositions and misjudgements
regarding the manner by which qualities can be abstracted
from concrete sounds. Despite later worgs. the anecdotal
-label remained to bedevil French electro-acoustic music.
Schaeffer knew that a central'problem was to*rise above
‘anecdotal reference in order to c;eate an abstract musical

languages:

"(..0o) even 1if noise material ensured for me a
‘certaln margin of originality in relation to
music, I was, in both these cases, led to the
same pDroblem: the extraction of sound material
from whatever dramatic or musical context, before
-wanting to give a form to it. If I succeeded
there would be a musique concréte. If not there
‘would be only trickery and procedures of radio
production. " (30)

It 18 likely that Schaeffer was excessively optimistic in
believing that technigques such as the sillon fermé& could

in themselves nullify causal reference(3i). It must be

stressed, however, that these works were &tudes and must
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be examined in the context of Schaeffer's researches. It
is also significant that the ability to draw from, and
thus qQuote, recognizable sounds of the environment
revealed many interesting possibilities which compelled a
re-evaluation of the asesthetic value of "Yevery-day"
sounds(32). - Schaeffer distinguished these early works, -
while in no way repudiating them, as necessgary precursors
of later research., He cited compositions like the

Symphonie pour un homme seul(1949-50)(33) (a collaborative

work realized with Pierre Henry) which deliberately

l,

=

capitalized on the ambikuity of its sound vocabulary. He
cﬁlled guch music:

"{(...) &an individual art, a hybrid halfway
between mugic and poetry."(34)

However, this type of work can be singled out as coon Tl
exceptional and 1in many ways peripheral to his main aims.
The strongly mimetic nature of the sounds could be - b
distracting and could hinder - -the listener being drawn into
the sounds a; structures exhibiting musical potential.
Unfortunately the explicit qQquotation of anecdotal sounds
is stlill incorrectly regarded as the hallmark of.

Schaeffer'se music.

In 1958 Schaeffer decided to abandon the name musique e
concreéete realizing perhapsgs that it had become a
terminological burden. Instead he adopted a more

all-embracing title: musique expérimentale. - He remained

. . 4 |
firmly committed to his original intentions while \

F

acknowledging musique concréte as ag

18



"(...) point of departure, to which I am indebted
for the whole enterprise (...) becausge it became
possible to conceilve of an experimental nmusic,
making every experimental procedure its own and
without recourse to pre-existent aesthetics."(35)
It i doubtless true that some composers found the
procedures advocated by Schaeffer too empirical and even
anarchic. The potential of recording technology suggested

‘other, equally valid, musical strategies. Pierre Boulez,

for example, condemned the first composers ast

"(...) 'amateurs, as worthless as they are
impoverished' (...)"(36)

Much of his disenchantment, and indeed hostility, was
based on his own commitment to developing a serial musical
language which was apparently incompatible with musique
concréte. In his two tape works(37) Boulez attempted to
explore aspects of "timbre". The precise control demanded
by serial regquirements (which was akin to that of
composers in Cologne) proved incompatible with the sounds
he had to use. His principal concerns were the
realization of serial aims rather than Schaefferian
research. While it would be wrong to expect unanimity of
- aither purpose or opinion among composers 1t is possible
that thies typified the lack of appreciation by many
musicians of Schaeffer's researches. Any attempt to place
the materials at their disposal into pre-conceived schemes
was the opposite of Schaeffer's intentions. Chion

expressed this view!

"It seems that there was a misunderstanding: they
wanted to sit'the electro-acoustic child'at the
"piano, rapping his fingers, to make serial
scales, whereas his gifts were different

ones, "(38)
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Chion identified . a fundamentally different approach
between the priorities of musiqQue concréte and serialism.
Schaeffer was (occasionally) conciliatory about serial.
methods and accepted that they were one aspect of musgical
language(39).  But he remained critical of "a priori"™
tendencies at the expense of perceptual verification. He
'did not believe that abstraction could. best be achieved by

"a priori™ methods. Even in.the early days of musique

concrate 1t:

"{(.2) Nailed its colours to the mast - .not
-against the abstract, which it wanted to recover

- but against musical pre-conception: for ten

successive years it was going to stubbornly
oppose, in full independence of mind, the major
stream of thought of the period which claimed to
structure sounds according to serial laws.'(40)

The "total ascendancy of abstract intelligence' ("totale

emprise dl'intelligence abstraite')(41) to -which he
objected appeared to mask many potentially fruitful: . .
aspects of sounds and tighten still further the 'Ycorset of
abstraction'" ("le corset dtabstraction")(42). And yet
abstracting new foundations for musical discourse was
precisely what adherents of musique coﬁcréte attempted to
accomplish. Acccrainz té’ééhaeffer:
"This musique concréte, which is equivalent to
abstract painting, deserves in the same way the
"adjective abstract even more than concrete. The
wordse are not in themselves very important,"(43)
The confusion caused by these terms has already been
referred to in section 1.2. Schaeffer's comparison with
painting is perfectly consistent when it is understood

that neither “abstract" painting nor "concrete" music

aimed to make explicit references to figurative or natural
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objects. Broadly speaking, in both fields relationships
between colours and shapes are of infinitely greater
importance than direct imitation. Schaeffer even appears
to have considered the name "musique abstraite™(44) but

felt compelled to reject it as incongistent.

Schaeffer was candld about the faillings of early nmusique
concréte., Similarly he was equally critical of early
electronic music. He acknowledged that the concrete
attitude required lengthy periods of experimentation which
were necessary stages in developing new musical languages.
What he could not have realized was that "a priori"
methods would become so pre-eminent in music of the
post-war decade and that his methodology would be largely
overlooked. Schaeffer's summary of both early (German)
electronic music and musique concréte encapsulated his
belief that musical composition rather than ideoclogical
posturing should be the ultimate aim:

. "At that time some of us were working at
constructing robots, others at dissecting
corpses. Living music was elsewhere, and only.
revealed itself to those who Knew how to escape

-from these simplistic models.'"(45)

e
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1.4 The Acousmatic Situation and its Consequences

Y i - F

'The*acousmatic(u6) situationjésfablished the éonditidns

necessary for the deveiapﬁent of Schaeffer's methods of
evaluation and abstraction. Schaeffer experienced these
conditions in his first researches in 1943 and the
acousmatic situation still exists as the most common
electro-acoustic environment in which contemporary
composers work. Without the acousmatic situation and the
concrete attitude the two most important subsequent
-concepts of écoute réduite and the objet sonore would have

been impossible. All three notions are inextricabdbly

linked.

1) The Acousmatic Situation

An acousmatic situation is encountered when one hears
sounds without being able to see their causal origins.
* Though the use of the term by Schaéffer was innovatory,

acousmatic sgsituations are comonplace.* Whenever sounds

are heard by meansg of a radio or record plaﬁer the sources
of the sounds are invisible, although Btrictiﬁ speaking
‘such cases are not truly acousmatic 1f the sounds can be
identified by memory despite the lack of visual cues.
Schaeffer noticed that the absence of visual cues enabled
the listener to become increasgingly aware of the intrinsic
properties of sounds as isolated, "obJjective" phenomena.
This was particularly pronouﬁéed if fhe Boun&s were
manipulatad by techniqQues of musique concréte thus

hampering still further an identification of source.
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These conditions were necessary to counteract a natural
tendency during the listening process of accepting widely
differing sounds from a single source providing it was
visible and aural inconsistencies were_cancelled by visual

confirma?ions*

# By

. "A pizz. on the violin is infinitely. cloger to a
note on the piano than a bowed note on the |
~violin, which could in turn approach a sustained
sound on a plipe.

& o F

Moreover, providing the insgtrument is seen as
well as heard, the listener is conditioned (by
this) and notes (accepts) differences which
appear enormous to him. But 1f the instrument 1is
concealed or 1f the recording, without any ;
deception, only restores certain inequalities of
intensity, extraordinary confusions become
posgible, (...)"{(U47)

Iﬁ fhe studidxenviréhﬁent the Boundw;é no longer enti}ely
the product and indicator of 1ts scuréﬁ. Neither was 1t
hecéssarv to consider it as a sign functioning as part of
‘a message, musicsal of oth;rﬁise.ﬁ The recordin}fprocess
sebéred the cau;a andieffect relationship of 3oundxand
iburce that had always existed in musié or indeed in any
ﬁét of aural perception. For therfiratjtime Bounda_éoula
be removed from their context.i;tored and thereafter
Bugﬁec%eﬁ fo ciose. répe;ted scrutinv. Aécbrdinc“td“
Séhaef;;r such cohaitionahof héaéiné were not unnatural:
théy reﬁeraed thé normal mode of 1la;énihz ahdttheréby
éncourazed the active pa;ticipatlon of the listener inman
1nveafication of how a sound is perceivad.* The listener
would realize thaf:

"(...) it is 1istening itself which becomes the
origin of the phenomenon to be studied. (...)
_Henceforth the question: 'What do I hear ?...What
do you really hear ?' is redirected to the
subject™(48)

NS
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.141) Ecoute Réduite
Ecoute réduite - "reduced hearing" - was an intentionally

limited act of perception and became an important

technigque for later evaluative developments. The

purposeful aspect of directing perception must be

stressed; this distinguishes it from an involuntary,

unconscious restriction of hearing. The term "réduite"

was coined from:

"This disengagement of perception (also called:
phenomenological reduction (...)"(49)

"Réduite'" meant that during the act of listening to a
sound everything that was not an inherent, perceptible
part of the sound itself was deliberately ignored, this
indifference was encouraged in any case by the acousmatic
situation. Consequently, écoute réduite excluded any
- gpeculation about the origin or source of a sound. It
also disregarded any meaning the sound might communicate
as part of a "message'. Whether a literal messaga, such
as the warning communicated by a fire alarm, or a musical
message, such as the function of a particular note in a
tonal structure. Although such messages are of great
importance when used as part of a "“"code'" they are not
relevant when listening to an isolated, context-free
sound. Chion assgerted that écoute réduite would direct
attention to the sound above everything else and:

"(.¢c:) consists of inverting this twofold

curiosity about causes and meaning (...) in order

to return one's attention to the sound

i1tselsf."(50)

As such 1t could be considered ag a process which

contradicted forms of aural conditioning directed to
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hearing sounds as ' intermediaries to other structures -or as
a means of identifying their sources. The sounds - .
themselves,  the fundamental-building blocks of musical
structures, were usually, 1f inadvertently,’ ignored beyond

their context-dependent functions. ~ - =~ - - Ce pema

This form of hearing developed ag a result of Schaeffer's
‘insistence on-understanding the role of perception in
evaluating sounds. Ecoute réduite established a’
relationship -between the intention of the listener's
perception of a sound event and the sound "“Yobjectified' by
- the acousmatic situation. “Generally speaking the’
perception of a sound is a global synthesgsis of all of its
constituent  aspects.” Ecoute réduite could be’'directed to
each one of these aspects. Thus the necessity for storage
facilities-offering exact repetition was vital for this
process of focussed attention. Once perception is
directed ‘to certain ‘aspects of sound, Jjudgements and

comparisons are almost certain to follow and the process

of abstraction begins. : o W e

Although a detalled investigation of philosophical

influences 18 beyond the scope of this study it is
noteworthy that there are striking parallels between
certain*philogcphical themes of fhg twentieth century and
Schaeffer's methodology. If nothing else it demonstrates
‘that many of Schaeffer's notions drew on areas of mutual
intérgst batween music and other intellectual

""'ﬁi

disciplines(51). Ecoute réduite can be described as an
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eEoch6(52) whereby the attitudes of the listener regarding
the existence and the origins of the objJect of perception
in the external world are suspended. The disengagement of

- perception and avoidance of further conjecture enables the
1istener to realize the "Yoriginal experience'! (Yexpérience

-originaire')(53) of:perception. -

Ecoute réduite preceded a viewpoint that is perhaps more=

‘prevalent today, which contests ‘the -belief 1in the

perception of sounds as obJective, externsl stimuli
.imprinting“themselves in:-some mysterious way:on human
consciousnesse. There is, as the quotations 1in reference

51 indicate, ‘much more of an-interaction between the

perceiver and what is being perceived: the world is
largely a:mind-created construct in-a continual ‘state of

flux. Fecoute réduite recognizes thisg tendency.

141) The Objet Sonore

The gecond part of the "phenomenological re-establishment"
is the objet ‘sonore. It was this concept more than any
other which transformed investigations of Boun& into the
-first-stages -of & new music(su). .- The objet sonére was

‘defined as: - * A oo
"(,...) a perceived sound unity, whose intrinsic
-~qualities, its colour, 1its dimensions, are
- conslidered independently of any signification it -~
might convey and of the sound source, or 'sound
"body': to which it refers."(55)

"Theidea of sound as "object" was considered to be the:

- "(.e.) single essential concept common to all
-musical (human) beings."(56)

. ".'.L i i in B s, _:'_ il Bl - A+
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The concept ¢of the objet sonore is an artificial

construct. Unlike écoute réduite's directed division of a
sound, the objet sonore is a global perception of a sound
event in which each individual aspect is8 heard ' united into
a totality. 'No sound 1is excluded on "a priori" grounds or
according to its provenance. The wider notion of objet
sonore is able to encompass every sound including the
"notes" of traditional music which are regarded as special
- rcases due to the generally stable nature of their pitch
‘and their predictable harmonic and dynamic evolutions. By
considering sounds as "objects" musicians can examine,

arrange or manibulate tﬁemfas 1f’the& were”tangible

phenomena. A sound can be heard for its own intrinsic

properties or because it displays a partiéular sound
quality that can be exploited in a specific context.

“"How can we speak 1in thege conditions of fhe
‘musical perception of isolated objects (whether

incidentally the object is a pizz. on the violin,
- -the squeak of a brake or the howling of a siren)?

One will only be surprised at this 1f one
qinaists on not taking into account that the
definition of the object is relative. The ganme

~ +~monument could appear as an element in a
 “landscape or, considered more closely, as a
-~ gtructured collection. I could finally forget

the monument itself in order to concentrate on
-the ‘door -lintel, to admire its construction, the
colour of the stone...etc. A same gound could be

~thus integrated in a musical atructure or
"musically appreciated for its own structure, its
dynamic contour, its harmonic or melodic

‘developmant...atec.'"(57)

The term "objet" like "concrete' and "Yabstract'" has often
given rise to misconceptions that Schaeffer hasg
-painstakingly denied. The objet sonore, he stressed,
remains a qualitative experience of the mugician intent on
discovering from the sound itself what aspects could be
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utilized in a musical discourse. Any objet sonore could
be assessed by means of écoute réduite in order to
extricate perceived musical values and possibly develop
them as musical determinants. The evaluation and usage of

an objet sonore's musical potential asutomatically promotes

it to the level of an objet musical, However, he

admitted that many objJete sonoreg have little, or no
potential as obJjets nmusicaux. Such promotion depends
solely on the composer's intended musical context. In
addition, the objet sonore is not synonymous with the
sound recording which diada appear to have an independent
"physical' existence and which reproduces the original
sound 1f replayed at the appropriate speed. Ag each objet
sonore 1s evaluated according to its own intrinsic
Qqualities, a recorded sound played at different speeds,
reversed or spliced into several sections produced
different objets sonores. Thus the recording, which under
suitable conditions recalls the original objet sonore,
becomes in turn a source for the subseqQuent production of

new objets sonores.
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1.5 Valeur and Caractére

In order to proceed to the musical/abstract stage of

composition Schaeffer had to consider how musical
structures, as opposed to single objets sonores are
perceived. While the evaluation of objets sonores and the
production of ""studies' were considered necessary
-preliminary procedures, Schaeffer's goal was musical
composition which, as always, needed to draw on and

combine diverse sounds.

For Schaeffer, traditional European music provided a model
- for -understanding how-the: main .elements of a musical

- discourse function. His contention was that a musical
‘structure conveys meaning according to the listener's
ability to perceive variations of certain aspects between
-gounds. It follows that these variations are easily
perceptible only 1if other aspects remain relatively

- unchanged. - The aspects that varied he called valeurs,
those that remained unchanged were called caractéres. The
term valeur implies a: - notion of quality or merit,
literally of "value". It expressesgs what something is

~+*deemed to -be worth, thus accurately conveying the
pre-eminent position of valeurs as the principal
~aprticulators of - -musical structures. By contrast,
caractére is more neutral and translates literally as

-+"characteristic'" signifying one of a number of disparate

aspects or features that a person or thing exhibits.  The
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term:has no implication of either merit or lack of 1it. -
-The-musical ~application of thaese two notions can be ‘
demonstrated as follows: a melody prlaved on a fliute would

be perceived as the relationahips between the changing
valeurs of ‘-pitch and duration. At the same time these -
individual sounds would be recognized as originating from
the same source due to the permanence.of the caractéres’ -
 resulting from the instrumental "“timbre'" of the flute and

the manner in which the flautist articulates the notes. -

- The model of piteh and instrumental ‘timbre in traditional

mugic is the moat common example of the notions of valeur
and:caractére.- Although Schaeffer's definition may seem
unremarkable, even gself-evident, it clarifies the state of
flux -that exists baetween the abstract-concrete dualism,
The valeurs, being the main supporters  of the musical
discourse, are- -the aspects which are abstracted by the
listener (and:-traditionally indicated most accurately by
notation). - ‘But the traditional rigid separation of
valeurs and caractéres which precluded the transformation
of -onerinto 'the other was undermined by the-concrete
attitude's process of abstraction. Abstraction, and the
‘recognition of valeurs was applicable to every ‘perceptible
sound -aspect, thus increasing the number of potential
valeurs. -: However,  this position needs to be qualified.
Certalin aspects have greater potential as valeurs than
‘others. This recognizes that there 1is a balance- -between
the imposition of valeurs by tradition and culture and the
"percaeptual predispositions of human perception.  Schaeffer

believed that attempts by musicians to expand the number
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of traditional valeurs were laudable, but it should not be
assumed that - any aspect could be treated as.- a valeur.in
the same way as, - for example, pitch(58).
:
*The abstraction of valeurs from sounds does not relegate
caractéres to. the level of second rate aspects.-
*Caracf;relistill contribute to the overall success of the
ﬁﬁsical‘discourse. in traditionai mﬁsic practice, for
exampla.'tha-;aracéérea are often the deciéivéﬁfactor in
the anséﬁsmgnt of ;ﬁsatisfvinz performance, ;&his is
-pa;ticharly evident if two or more perfor;;nées of the
same plece are compafed. In such ;erformanéésrthe vaieufs
‘should be*identical.w Judgement will then inevitably
include style of articulation, control of sound qQuality
~and dntensity each of which can be described as a

- Schaefferian caractére. There 18 a great interplay

between the roles of both aspects.

The concepts of valeur and caractére are of fundamental
importance to all music, electro-acoustic or otherwise,
and demonstrate the flexible, even ambiguous nature of
many objets sonores. Any attempt to define a fixed valeur
or caractére of an isolated objet sonore is meaningless
-until a musical context has been provided by the composer.
As valeurs can only emerge in a structure of objets
~sonores where a difference between them in one or more
aspects is perceptible the skill required of the composer
in' the -balance  and control of parameters is of paramount

importance.
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The dualism of permanence/varisation is an obvious

~corollary of valeur and caractére. Schaeffer combined
these into a fundamental musical "law"": PCV2 - permanence
~of caractares (concrete) / variations of valeurs

(abatract)(59). He claimed that this "law':

“"(.es) was a notion which -dominates all musical
phenomena. ' (60)

Not only can this "law" be applied in evaluating how
-guccessfully a composer fashions objetas sonores into
effective gtructures but it 12 also linked inextricably to
- “the development and concept of the "instrument". The full
importance of both dualisms in this "“"instrumental" context

is investigated in sections 3.4 and 3.5.
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1.6 The Experimental Solfége

Schaeffer's - first experiments - and compositions encouraged

the development of a new "experimental' solfége which
-~formed the basis for -most of-'his subsequent researches.

- He was conscious of the strengths of traditional solfége
- swwhich-represented:- ' traditional musical attitudes towards
sound and its organization. The notions of the objet
-‘sonore*andHvaleun/caractérendemonntrated=that the
traditional solfége could not serve the new musical
languages. It 'had been developed-in :accordance with the
requirements imposed by the instrumental -and vocal

.pmapartoire and ‘ite-efficacy was contingent upon 1its.
restriction to this body of music. Schaeffer thus
?concludedfthat-traditional solfége was>unable: to provide a
suitable terminology capable of exprel:inc concepts

comanating-from:-:the rapidly expandinz'r;p;rtorv of

electro-acoustic music. A clear dist;nction had to Se

- - made :between the functions and-goals-of the traditional

E. ET)

golfége and the new, experimental solfége. Traditionally

- golfége wass A 0 B B TOREP L S

"(...) the means of notating musical- 1deas, Just.
~-vag'much "ag-the-translation of these ideas into

-sounds (... )}"(61) 7 b ¢
As traditional solfége existed within the confines of
-fmuniccawhichwhad-fonmalizad*referénce structures and which
- +uged instruments with known timbres, there had been no

-«need for a thorough-'description and'classification’of the

sounds. The main purpose of such a solfége was the

f=

~accurate-communication of the composer'’s intentions to a
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porformer who realized these intentions for the audionce.

- Due*towthe-natur; of ‘electro-acoustic music this wag of

.

H -.-H ! * 1‘-1... 4'*

*mliftle concern to Schaeffer.

Elecfro-ncouﬁtichtechniquesﬂand the concrete attitude

allowed access to the complete sound universe and, more

¥
- —_ ‘é,"' L] Y
- 1 \-ﬁ-i‘ .lﬂ ‘1% “ 1 1" t.# 4,1

-“-itnificnntlﬁ.¢to*nﬂsreaterwnuuber of possible valeurs.

“hy Toopt e R t 'ﬁl}-ﬂi‘ - r

These advantages were'of limited benefit without a
-vasystematic-method of -classification, description and - . -
evaluation .of .sound:material -~ .problems. common to all

~wmusical -composition. ., Even:the nature.of -the:acousmatic . -

"4

- ‘situation, so . invaluable 'in. investigating sounds:

- ‘thoroughly . presentaed . simultaneocusly a new 'problem when

L

rattempting. to classify them. . Schaeffer wrotet =~ ot

'"The “sound-should-no -longer -be -characterized by.
its causal element but by pure effect. Therefore
‘it -has to:be-classified, -not according to- the
instrument which produced 1it, but according to
1ts -inherent-morphology.: :It~must -be considered ;- -
on its own terms. The best evidence is that once
it-is-recorded- on-magnetic tape it.is impossible
to say how the most interesting sounds, brought
‘aboutby-new- techniques,- have been  produced-or by -
what combination of processes or

instruments. " (62)

A vastly increased vocabulary required order of some kind.
- It.was-clear‘that-the creation of -a new solfége which -
could,suggest solutions . to-the classification of a socund
- +"on ~its-own- terms"; became .an -integral part - of :the
discovery .of a new musical :languages .. P e B

"Where - is-concrete -technique to be found?..Is it +. .
at the level of the instrument, the level of
composition? At .both~“levels,. but.- even mora,: ;:to
start with, at the level of soclféga.

;? ?“‘ ) “i.? 1 Hri. 7( }:1 & p I t _":."-"i,f.'l‘ " Y ﬁ?g;"’u‘:{j;ﬂ:#‘r

Ag long as'a new musical solfdge is not clearly
defined, and numerous musicians,..concrete or not, -
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‘have not been able to beraware of  -it, all thesme"
.problema*will remain hidden awav."(éa)

o IS . %' , ! q“’ o, i # . Y 4‘-;* i_&" § +.,£ X rhtﬁl‘

Tha experimental solfége was facilitated by a discipline

4 cu¥ 3 e A oo . - LR PR r ., ™ dam
wrwhich:Schaefrer callad acoulogg ~ This neclogism had an

equivalant in linzuiatica(GR) from.which he derived much

4 S §» SN t : « - v B
-ﬂtorminolozy,.~1he aiua-of'acoulocy were:

t

| P T
"(...) the study of the mechanisma of listening, a
- swthe 'properties:-ofobjets sonores ‘and’'their -
musical possibilities in the natural, perceptual
wffiald -of the ear."(65) . . 1 H SR P S S
This definition provides: a:succint: summary of the:aims of
~an-~axperimental«solfége. "It -demonstrates-that acoulogy
- directs perception inran attempt to bridge the - 'gap .between
~basic*sound-materials‘and:the-creation:of -musical
" discourse’in' the absence:of a priori:systems-of  "»fru-
relassification-and:description.«*Thus acoulogy:isinotlin-
itself music-any ‘more than phonology; its-linguistic -
*faquivalantrﬂiamlanzuaze.tlt provides: a :level of i
understanding, a basis:on which musical composition:can be
~astablished (through:the awareness of.new’ structural a® -¢
possibilities derived from-direct, unbiased:perception of
‘the "sounds :-themselves,: .- " ., "« SEUNEEAL UL
PR TR s g o e e e Ywen N o Yty g ey
While the original raison d'étre of: traditional solfége -

-%waaainapplicabla*to“electro-acouaticurequirementamtho €

- processes :of.translation from and into sound were

- - generalized -and incorporated- into. -the new solfage(66). To

clarify each separate procesg Schaeffer borrowed two terms
ewgfrom-language -teaching —-+théme and version. Théme

signifies the act of translating from one's own language

+into -another, -foreign  language whereas "version" is the
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rrreverse process. With:reference to music théme is tho

' proceass of translating any written aymbol or instruction
into-soundi+-a-"function-served by the time honocured. system
of music notation. Its complementary term, version,:
denotes -the reverse: - the .act-of detailed:listening to-a-
sound ‘in' order to:-describe or notate it as accurately as
~possible.~-Both“stages  are  ‘needed, but -traditional
solfége, and by implication traditional music, displays an

-+ inherent:imbalance. - This-imbalance, -  Schaeffer-believed,
"Was .compounded by -the tendency of many contemporary. .- ...
‘musicians-to-realize-structures conceived according to a
priori schemes with little, 1f any., perceptual
corroboration. - -Such - work-methods practise théme,-before
‘the’ sounds-and-therefore the possible structures resulting
from-them are-investigated. - The: latter process: is-the
function of version and:the aim.of acoulogy. -The ..t n
correction .of -this-imbalance was: central to:Schaeffer's
musical philosophy and was symptomatic of -his distrust of
*"a-priori”“-chemes»ofacomponition where organizational
Plans, though Jjustified conceptually, were imposed upon

-~ sounds.- - The re-balancing of these two basic disciplines
was an important.shift of..emphasis in traditional musical

- #thoughtand -the-re-establishment:-of-version confirmed the

new solfége ass- ~: a0 o v - e, b g

il

H(..:’) the:art of practising better
+listenings " (67)



1.7 The Programme de 'la.Recherche Musicale

The new experimental solfége was embodied by the Programme
de la-Recherche -Musicale. -This "“"Programme" evolved during
the course of Schaeffer's periods of experimenting and can
-be seen- as-the -culmination of his-concern-to-establish a

rigorous music theory. The aime and methodology

~encapsulate’ Schaeffer's innovative approach to sound and

composition. Its comprehensiveness and the disciplines 1t

- promotes  -demonstrate: itacontinuing relevance to all areas

of contemporary music.

Schaeffer adopted a systematic methodology by attempting
to+identify -each distinct, though necessarily intimately
connected, l;aae in the congideration of sound material.
''These 'ranged from-the initial isolation and investigation

of the aound, to theorizing how it might function in a
smusical -context. . -As the "Programme" had to be applicable

to every possible sound it needed a comprehensive,

vflexible-methodology - and vocabulary.

The five stages of the "Programme" weret
1) - Typologys  the isolation and sorting of "types"

of objets sonores according to temporal and

wgpectral «features.

2) Morphology: the detalled description of objets

- -vsonores according to '"classes" of criteria.
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- +3) ‘Characterology: the grouping of objets sonores
into "genres'" according to how their constituent
>eriteria combine and are immediately perceived by

the listener.

i) Analysis: the study of "“species' of obJjets
~gonores in order to evaluate how they might

‘Punction as valeurs.

5) Synthesis: the composition of objets musicaux
- dndividually and in structures to form a musical

‘discourse.

Every new work or research project (the distinction
*betweén-the two was often- unclesar) enabled Schaeffer to
construct a body of music theory directly from educated
listening .and compositional practice. One of the key
difficulties in developing such a programme was the

- impossibility of recourse to a large repertory of

established works for the codification of rules. This
explains -the need for the .creation of many sounds and
musical studies in order to establish a framework by which
- sounds ‘could be realized(68). The "Programme' therefore
was a conscious, intellectual effort on the part of
Schaeffer and his various associates entailing the

formulation and testing of hypotheses.

In the "Traité des ObJjets Musicaux™ Schaeffer provides a

diagram which i1llustrates the programme's separate
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components and from which several important underlying
features emerge (diagram 1)(69) The diagram is a
combination of two separate schematic representationsg: the

inner lozenge, numbered 1-4, refers to the Programme de la
Recherche Mugicale itself and the outer sections, numbered
I1-IV, refer to the traditional musical system. A feature
of the diagram is the divigion into an upper and a lower
half which, though not made explicit by Schaeffer, reveals
that the lower half of typology and morphology dealt with
the preliminary stages of exploring the complete sound
universe. The upper half of analysis and sgynthesis
attempts to make the transition back to composition by
examining the possibility of arranging and creating sounds
in musically significant structures. The combination of
the traditional and experimental systems in the diagram
demonstrates how Schaeffer divided the study of sounds
into basic disciplines which elaborated, generalized and
supplanted the traditional system. The boxes oOf the
dlagram indicate what is being studied specifically at
each stage and the pairs of criteria by which the
operations are carried out. There is, therefore, a
definite direction to the programme through each of the
appropriate stages, revealing a purposeful musical
intention: the discovery of what objets sonores are the
most "suitable"(70) for music and how these can be
isoclated, described, arranged and created. Thus, one can
start at typology in box 2 and proceed clockwise through
each gquadrant until the stage of synthesis in box 1. In

practice such a smooth, unbroken progregsion is
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unlikely. For example, a deviation after morphology to
‘boxes I and II for characterology is necessary(71) for an

assessement of the genresg of sounds (a genre being one of

~<'the most immediately perceptible aspects of sound).

Schaeffer stated that each stage was characterized by
>succeasive approximations(72). Perceptual verification

would invariably cause a certain amount of wandering from
--one section to another. Such a programme did, however,

reveal that the ideal of synthesisz would be achieved in

accordance with -three ‘stages of: intense-and directed
listening and would as a result be the culmination of the
- "programme’,.»In-addition 1t+-ds-significant that the thira
stage of the "Programme"™, characterology, uniquely has no
individual entry in the inner- -lozenge of the diagram. 1Its
sole reference is in connexion with "tablature'" in box I.
~This indicates that its function, albeit difficult to
define, is inextricably linked to the stages of both
- analysis and synthesis. It forms an important
intermediary stage between the two principal pairs of

- typology/morphology and analysis/synthesis.

The five parts of the "Programme'" remained at different
-rgtages of completion. 'Schaeffer admitted that the first
two stages of typology and morphology were by far the most
thoroughly worked out. :This is hardly sur<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>