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ons oprds lo disporition de Pierre
:er, r66diter son @uvre musicole est un
ge et un devoir.
rroge essentiel o 6t6 6dit6 pour lo
-e fois en 

'1990, 
suite ou formidoble

Ce compilotion de documents et de
:s r5olis6 por Frongois Boyle et
dve M6che pour les 80 ons de pierre
er.
es modificotions ont 6t6 opport6es,
reni . lo suppression des possoges
du l ivre A lo recherche d 'une
) concrdte de 

'1951 
, ceuvre d

u disponible depuis so r66dition por
en I 998. Lo lecture de cel ouvroge

ro de suivre lo d6morche concrdte el
s qui  s 'en suiv i rent .
:rition de Pierre Schoeffer en I 995 o
Jne ouire d imension d l 'euvre de ce
renseur de notre sidcle. l'euvre
e n'est qu'une des multiples focettes
:nnoge, beoucoup reste d d6couvrir
couvrir pour comprendre lo richesse
,ersit6 d'une pens6e originole.
)us sommes ossoci6s pour cetle
:vec l 'E lechonic Music Foundot ion
's-Unis, dont son pr6sident, Joel
,e,  est  un des pi l iers de lo
issonce outre-Atlontique des
:s musiques 6leclroocoustiques.
rd ispensoble d 'ovoir  occds ou
des pionniers o insi  qu'oux euvres

3es ovec Pierre Henry qui sonf
rs les clossiques du XXdme sidcle.

bruggi

Ten yeors ofter the loss of Pierre
Schoeffer. the re-publicotion of Pierre
Schoeffer's complete works is o homoge ond
o duty.
This essentiol collection of documenls ond
music is  lhe resul i  of  on enormous lobor by
Froncois Boyle ond Genevidve M6che who
f i rst  compi led i t  for  the f i rs t  edi t ion,  in 1990,
for Pierre Schoeffer's 80th birthdoy.
Some chonges were mode in this collection.
notobly in the omission of excerpis from the
book A lo recherche d 'une musique
concrdte,  publ ished f i rs t  in l95l  ond now
ogoin ovoiloble in o reissue by Editions Le
Seui l  in  1998. The book mokes i t  possib le to
follow the development of music concrdte
ond the ideos thot followed.
The deoth of Pierre Schoeffer in I 995 hos
given onolher dimension to the work of this
moior  th inker of  our centurv.  The musrc
represents only one of ihe mony focets of his
personolity, ond much still remorns ro
discover or rediscover in order ro
comprehend the richness, diversity, ond
or ig inol i ty  of  h is ideos.
We hove ossocioted ourselves in lhis
publicotion with Electronic Music Foundotion
in the Unifed Stotes, whose president, Joel
Chodobe, is one of the pillors of trons-
Atlonlic oworeness of eorly electronic music.
It wos indispensoble fo hove occess to the
pioneer of pioneers os well os to the works
composed with Pierre Henry lhol hove
become clossics of the 20th century.

D. T.

P .  5 .

I

Porlons de Schoeffer le rousp6teur (mois
rousp6ier n'est pos grognet et si pol6mique
il y o, c'est d l'int6rieur des euvres, non
dons ce qui les motive ou les entoure).
Rousp6ter, sons doute n'y ovoit-il pos grond
chose d'oulre d foire opres lo deuxidme
guerre mondiole. [o musique concrdle vint-
elle contreboloncer d'outres sons ? On
oimeroit lire ldiessus quelqu'un qui, sons
ricrire une histoire de cette musique, lo
penseroit historiquement.
Quond on 6voque Schoeffer, des questions
de dotes surgissent, lui-m6me oyont pris
soin de publier en temps ufile, voire r6el, un
premier el un deuxidme Journol de lo
musique concrdie : I 948-49, suivi de
1 950-5 I . Pendont ces quotre onn6esld, il
donno d lo musique ses popiers coll6s, ce
qui vout mieux que des letres de noblesse I

Schoeffer fit rimer u sorcostique , ovec
< lourneJisque > ovont de trouver son
Horror qui s'oppelo Service de lo
Recherche, moins connu mois bel et bien
v6cu sous le nom de Service de lo
Rousp6lonce.
Bref, ovec Schoeffer, il s'ogit de se coltiner
l'Histoire outont, ou plui6t, que l'Esth6tique.
Si on considdre que lo bombe olomique o

6clot6 ou XlXe sidcle {un podte l'offirmo),
c'esl Webern oui en recueillit l '6cho dons
son Opus 6.

Au seui l  des onn6es 50,  ovec lo musique
concrdte,  i l  s 'ogiro moins d '6cho que de
or6-6cho. Oublions ce qui o 6t6 dit ef 6cril
sur cetle musique d l'6poque, et reienons
ceci : Schoeffer o entrevu {ce verbe
s'opplique-Fil d l'ouie ?).
Ses Efudes de bruits coniurent, redoutenf,
repoussent, signolent et voudroient ott6nuer
ce oui nous est inexoroblement tomb6
dessus depuis :  le p lus grond mepr is

iomois moni fest6 dons l 'Histo i re pour
l 'ore i l le  humoine.  Cor nous en sommes ld,
mointenont,  f in  du v ingt idme sidcle.  Nos
orei l les sont  p lus molmen6es que nos
consciences, ce qui n'esl pos peu dire.
Molmen6es non pos por des euvres peu
ou prou musicoles,  b ien s0r,  mois por lo
production, lo reproduction et lo diffusion
de tous les sons dont on veul nous foire
croire qu'ils font portie d'une vie pr6tendu-
ment moderne.
Je sois 916 d lo musique concrdfe d'ovoir
voulu dresser un remport contre cette
tyronnie du son. Elle o peu!6tre 6chou6.
El le ouro t6moign6. l l  n 'est  pos int6ressont
de sovoir si lo musique concrdte ossossine
Mozort ou d6ronge des chefs d'orchestre.
ll est primordiol de comprendre que lodite
musique o signol6 que le bruit pouvoit 6lrel_
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We'll speok obout Schoeffer os o
comploiner (but  comploin ing is  not
grumbl ing,  ond i f  there 's o polemic ihere,
it's obout the substonce of the works
themselves ond not in whot motivotes them
or hoppens oround them).  Comploin-
there probobly wosn't much of onything
else thot wos importont to do following the
second world wor. Did musique concrdle
eventuolly provide o counterbolonce for
other sounds? On thot subiect, we'd like to
reod something by someone who thinks
historicolly without necessorily writing o
history of  th is music.
When Schoeffer comes to mind, some
questions of dotes orise. At on imporloni
time (even: reol timel, he took the trouble
to publish o first ond second iournol of
musique concrdte : 1 9 48-l 9 49 followed
by I 950-l 95 L During those four yeors,
he gove his colloges, which were for more
voluoble thon titles of nobility, to the history
of  music l
Schoeffer rhymed "sorcosiique" (sorcosfic)
with "tourne-disque" (turntoble) before
f inding his Horror  which he col led the
Service of Reseorch, which in foct wos, bui
wos nol well known os, the Service of

.  Grumbl ino.

;=-qe tn brief, riith Schoeffer, we must think of

History ot leost os much os, or insleod of,
Aesthelics.
lf we imogine thot the otomic bomb
exploded in the I 9th century (os o poet
offirms), then it wos Webern who gothered
ils echoes in his Opus 6. At the threshold
of  the 1950s,  musique concrdte wos tess
oboui echo thon pre-echo. Forgetting whot
wos soid ond wr i t ten obout musique
concrdte ot thot time, let's remember this:
Schoeffer foresow (does this verb opply to
heor ing?).
His E udes de bruil con jure imoges of,
suggest dreod of, repel, signol the coming
of,  ond ot  the some t ime diminish whot hos
fol len inexorobly upon us s ince then:  the
most profound disregord for the humon eor
ever disployed in oll of history. And ihot is
where we ore ot the end of the 2Oth
century. Our eors ore more bodly+reoted
lhon our consciences,  which is  soying o
lot. Bodly treoled not by works thot ore
more or less musicol, of course, but by the
production, the reproduciion, ond the
broodcosting of oll sounds thot belong, os
we ore mode to believe, to o life thol we
col l  modern.
I om grotified thoi musique concrdte
wonted to be o romport  ogoinst  th is
tyronny of sound. Perhops it foiled. At the
leost, it will hove testified to our times. h is
not worihwhile to know wheiher or nor
musique concrdle ossossinoles Mozort or

irritotes conductors. lt is fundomentol to
underslond thot this music osserted thof
noise could be ot the source of Etudes
roiher thon nervous cr ises.  There ogoin,
History insieod of Aesthetics!

Musique concrdte will perhops be on
importont moment in the hislory of the
world before belonging, whether or nof we
like it, to the history of music (we won't use
copitol letters ony more).
In our oslhey-soy pre-wired broins, the
sounds of Pierre Schoeffer hove sfirred up
old things thot ore still usoble ond useful,
the collings of the combinotive hoving
provis ioncl ly  become si lent .
Sometimes I write "musique concrdte",
sometimes "Schoeffer", but we must
noneiheless toke into occounl whot
Schoeffer himself, in his Journol, colled the,
"irreploceoble tolent of Pierre Henry".
Afierwords, Schoeffer continued to live his
life, like the children who hod discovered
fhe Coves of Loscoux ofterwords grew up.
(We con bei thot his Etudes "hold" better in
lhe coves of Loscoux thon in ihe coverns of
Ploto.)  Schopenhouer 's def in i t ion of  l i fm
business in which the revenues ore for from
covering expenses-opplies rother well lo
Schoeffer's work. The work of this mon (l
wos going to soy this "devil of o mon",

ond indeed why noi  g ive him th is
pleosure?) recolls the obiect prefened by
Cocteou in his cotolog of bogs of tricks:
obiect difficuh to pick up-on obiect mode
with whot doses of guilt ond self-
ounishment? No doubt wi th the usuor
doses, the doses thot porolyze but do nol
kill ... Evervone kies io discover it
wherever they con in whotever they refuse
in reol life.
The Symphonie pour un homme seu/ wos
one of these objects difficult to pick up,
ond it wos o choreogropher thot did pick if
up. He stole itl Creotors poss lheir iime
steoling from one onother, ond then deport
running so they con nour ish themselves in
the shode. Mourice B6iort succeeded in
moking the Symphonie his own for yeors.
Discs hove recently token it bock. Curious
gome of bridge. The four ployers ore the
music, ihe iwo musicions, ond lne ooncer.
Who is the dummy? Why, it's Schoeffer!
One could see i t  os on unpubl ished scene
from the Second Foust. Mephisto tells the
spectolors: "ln the end, we oll depend on .
the creolures thot we werel" Homunculus
becomes o doncer who shouts. ls it the
Eternol Feminine who oulls up the noked
mon who is c l imbing the rope? Are
Schoeffer ond Henry ploying the porfs of
Poter Serophicus ond Poler Profundus? lt is
very instruclive to peruse Fousl ogoin while
thinking obout the Symphonie, o q3
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Symphonie "in o slole of confusion".
I like it when o work of od seems to go in
every direclion. Listening to the Symphonie,
we th ink os much of  the whips used by
Gui l loume Apol l inoi re os of  the sounds
which stoy in the throot when we're
frightened by dreoms of dying, which stoy
inside the fhorocic covity, ond we feel the
rumble of the mountoin extolled bv o
Joponese writer of prose. We reflect on
whot we wont, ond this desire is for the
music thot  we become whi le l is tening.  A
moment ogo, we needed o historion, ond
now we need o physiologist.

I lisfen ogoin to lhe Etude oux chemins de
fer ond I think obout the cinemo, I think of
Dzigo Vertov ond, os on onology io the
"mon with the comero", I see Schoeffer os
the "mon with the disc". When I listen to
those of Schoeffer's works thot I like, I think
of  s i lent  f i lms ond somet imes I  th ink of  Jeon
Vigo. I olso listened to lhe Etude oux
chemins de fer in on oirplone. Once ogoin
I see the doncers who interpreted the
womon in the bollet Symphonie pour un
homme seul. I see Pierre Schoeffer ogoin.
To invert the expression: lf Schoeffer hod
noi existed, no one would hove invenled
him. There's no woy to wrile The Mogic
Mountain with him ond it is for the better.

Nothing mysficol, nothing obscured in
smoke, nothing exolting, but o mon who
wos still less pompered fhon the fomous
mon who is o l l  the men ot  the end of  o
well-known porogroph by Sortre. A mon is
only whot he is ond thot's olreody
something. He innovoted o little, but not
much. He irriloted more thon he wos
owore of, he pleosed less thon he thought,
he pleosed when he didn't know he wos
pleosing, ond he displeosed when he
shouldn't hove.
Schoeffer interests me becouse he does not
elote me. This is  never soid,  I  know . . .
little touches like these ihot seem bitter
enoble us to creole o portroit of Schoeffer.
He neither foiled nor succeeded in ony
work, power did not moke him hoppy, ond
he did not use his power fo moke onyone
else hoppy. He is o personoge of our time.
It's not his importonce thot counts. lt's him.
Between sorrow ond nolhing, he chose
m usic.

November 1990
Frongois WEYERGANS

T h e  F s i o n i s h e d  E a r

lf I ottempl o few remorks in the morgins of
Pierre Schoelfer's well-known discoveries
ond works, which ore surely the most
s ingulor  musicol  ochievements of  o l l  t ime, i t
is not to odd onv soeciol clorificotion. No
one better thon Schoeffer himself, owore of
lhe formidoble potenfiol of his discoveries,
hos scrutinized ond described, seen
oheod, ond felt their impossible,
vertiginous chorocter. As for the music
conceived in colloborotion with Pierre
Henry, lhe stronge limbre lhat resulted from
the shock of their coming together
contoined, in its resononce, on energy
sufficient lo determine the destinies of the
two composers, so close ond so controry.
And their colloboroiion produced iusi the
righl number of onswers to pose oll the
subsequent queslions.

Luckilv, Schoeffer's notes from the time still
exisl. But os o musicion mixed with wriier
ond reseorcher, could he hove done other
thon whol he did? Such on eruption of
problemolic sonorities connol hoppen
wiihout both on irrepressible flood of
unih inking intu i t ion ond t roubled ideos.  In
foct, which wos the echo of the other? Wos
it o question of someone who intuitively
liberoted sounds from his onxielies. or, on
the other hond, of someone who hod the

serious mission of delivering o profound r
undersfonding?
With luck, then, but obove oll with
purpose, o certoin Schoeffer, o mon
without noble title, wos guilty of
overiurning the existing order. He put the
obsiroct in fhe concrete, the noturol sound
in musicol culture. His Journol which is
informotive in listening to his works, olso
reveols the other side of fie mon, the side
of the worries ond hopes, the misgivings
ond onticipotions of on opprenticewriter
token by surprise but without ihe possibilif
of pulling bock, provocoteur ond himself
orovoked in this unforeseen revolution of
musicol  possib i l i t ies.
No, I don't know whol to soy thol would
odd to these unprecedented momenfs,
except thot their singulor volue hos not
diminished. Yet ,  on the other hond, i t
seems to me thot o reminder of them is
porticulorly necessory todoy, not only
becouse fhis singulor mon wos prophetic,
buf becouse these moments directlv ond
usefully illuminofe the different vorieties of
our Dresent exoeriences.
In his work, I heor two recurring themes,
ond I remember them os well os r
remember the primordiol quolity of
Schoeffer's reporting; ond his lesson in the
volue of regret wiih o lroce of hope. The
lesson wos obout the ombiiion ol defined
purpose wiih ihe deep modesty of o
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principled ond penetroting observer. Ihese
ore the things that perhaps hove something
to lell us now: lhe physicol ond octuol
couroge lo go ond see, to be silent, io
construct. to monioulole devices ono
descriptions, to observe observotion ilself.
In the bolonce sheet: First, the strongly
negotive denunciolion--ione, if possible,
os o heolthy reflex rother thon o
poinstoking yet folse opproximoiion-of
the kind of knowledge thot olwoys
entongles us in self-serving detoil. The
despoir of ever finding simple music. And
the hope to be oble to deol with this
profound despoir, this bosic humon molody
which promises on uncerioinly thot seems
to conceol, for those who know how to
understond il, the life of sounds.
"lt is not only the recreotion of ihe post, if
is its explosion. According to the humor of
Pontogruel, o thousond bits of sound
recompose o different symphony, not os
thev follow eoch other but os o hond tokes
them in whotever order is imposed on them
..." - First Journol of Musique Concrdte
Hordlv hod this little book. decoroted wifi
o middle-oges stoff with concentric circles
simuloting ihe closed grooves of o disc,
oppeored ond crossed my poth while I wos
o student of music trying to decide which
woy to go, when-l remember very well
the surprise thot siill stoys with me, rwos
20, ond if wos its tone, its utter sincerity

thot totolly fulfilled the requiremenls of
odolescence-it gove me, ond still now
provides me with the most relioble guide. lt
promised nothing except o stort in the
direction of on ostonished ond provoked
eor. But olso, feeling the necessity for
reiicence, ond with the strength to refuse, I
found o treosure of noli nol to pleose bul
to relote o musicol obiect lo its most
generol context, to the spirituol destiny of
the period. And while I wos being
courieously discouroged by oll those
oround me from the impossible profession
of composing, I thought thot in o few
decisive moments I hod received the
grovest worning: not to become involved
with sound wi thout  moking o necessory
ond compleie reevoluotion, os culture ond
communicotion require, in light of the
processes ond moleriols of the most
generol music possible. Once revolutions
ore mode-liberf6 oblige-the time comes
for resolutions.
I wos worned, confronted with individuol
ond collective work to be done.
"lt is becouse eniry into the domoin of
musique concrele is so new, renewing so
profoundly ihe phenomenon of musicol
communicolion ond contemplotion, thot it
seemed necessory lo me to write this book.
These first steps require whot oll
beginnings demond: o knowledge of  the
obiect, o preporotion of the subject. But $et

torget public, for the moment, is not o very
lorge public, neither is it o public of
speciolists. lt is o smoll froction of the
public ot lorge----on experimentol public,
like us-which we'll hove mode the effort
to prepore. lt is to this public thot these
lines ore oddressed, ond still more lo those
who will confront thot public with o direct
offensive of their sounds." - A /o
recherche d'une musique concreb
Moy those who reod ond listen io these
originol works, these first ourol
pictogrommes troced directly on the
surfoce of our collective oworeness, be put
in lhe most open ond octive stote of mind
by the text  ond the music . . .  morks,  b lonk
spoces,  quest ioning forms whicn,
occording to Herocliles' words lent to the
Sphinx,  designote whot
neilher shows nor conceols, but beckons ...

Seplember I 990
Frongois BAYLE

H l o n e

Ue have not alLuags understood uJhat it
Luas that he tried ta do.

Inventor of musique concrdte, the
dictionories soy. lf it wos iust thotl First, he
devoted ten yeors of reseorch to study the
woy thot listening funclions, to describe
sounds in words {see his book lroit6 des
obiers musicoux, 1966), ond he led this
proiect, which no one hod previously
risked, with totol rotionolism. I would soy .
more precisely: it wos with o desperote
rotionolism, os if he hod olwoys been
certoin of being bodly understood. The
explorotion of sound wos much more
impor iont  to h im thon odding o few
bizorre somples to the Museum of
Innovolion or flying over o terroin of
noturol sound to toke photos ond then
moke beoutiful mops. As o being of
longuoge, he put himself ot risk in o virgin
forest. He studied the live moteriolity, the
substonce,  of  sound, th is orchoic th ing thot
hod olmost entirely been left unnomed ond
in limbo. Certoin sounds, confined to lhe
shodows becouse they hod not been
noloted or nototoble in o musicol score,
owe their existence for ihe humon eor lo
him becouse he gove ihem nomes.
At the some lime, we must remember thol
fhis systemotic reseorcher composed only \.17
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by impulse. He enioyed giving the nome of
Etudes to works which were omong the
most unpredictoble, lhe most dis-symmetric
in contemporory music; even the three
Etudes of I 958-59 (oux ollures, aux sons
onim6s, aux obfets), composed in principle
to show hls students the correci poth in
musicol reseorch. lt wos o slronge correcf
poth, where one didn't know the direction
in which one wos being led from one
second lo the next. In foct, these wons,
ironic, meloncholic, secret, which hove the
strongeness of delirium ond the lightness of
lhe concrete ond of the everydoy, hove
suffered becouse ihey hove been viewed
only os historicol poinfers, buoys on o rood
of "progress" too troveled in oll directions
for onyone to think of stopping to simply
listen to lhem.
With Boulez, his junior, Pierre Schoeffer
shores the curious privilege of being one of
the besl known nomes in contemoororv
music whose works ore known only . . .  in
nome. Therein lies the imporlonce of this
collection, which not only revives pieces
thot hod become impossible to find, but
which olso br ings to l ight  previously
unpubl ished works ond,  most  of  o l l ,
represents the first ottempt to ioin the
diverse focets of his work----os o lover of
words ond on odvenfurer in sound-thot
eorlier hod been viewed os seporole
octivities. lt hos occosionolly been soid thot

Pierre Schoeffer loved only words, even os
much os o gourmond loves food, freely
ond with pleosure, ond thot the self-
procloimed composer did not like sounds.
It is possible. We don't demond thot o poef
necessorily likes words or thot o pointer
likes colors. We osk them io moke words
ond colors /ive. lt's o different thing. As o
composer, Pierre Schoeffer mointoined o
totol ond dromotic relotionship with
sounds. For him, sound represenled o losf
music (os pure " longuoge",  on ul t imote
stote of obshoction, he preferred the music
of Boch), bul olso on invitotion to lose
himself. And when o word becomes souno
or rother returns to become the sound thot
i l  wo-os in speech- i t  is  only in poin.
For nothing con hide the foct thoi there
wos, firsi, the cut. lt hos not been soid
often enough thot Pierre Schoeffer did not
invent musique concrdte os o "music of oll
sounds",  but  f i rs t  ond foremost os o music
bosed on editing. One "snotched" on
ocoustic sound-most of the time creoled
for thot purpose-from its couse-ondeffect
context, ond worked with il os o recording
where il become orphoned from its originol
conlexi. No one more thot Pierre Schoeffer
viewed recorded sound os something cut
from ils originol continuum<bove oll
when he wos deol ing wi th the humon
voice. All recorded voices, for him, come
out of o decooitoled heod: thot offfi

Orpheus-he reploys lhe originol scene
before his eyes without stopping-which
myth he used for o long time to exploin
himself. Bul, in ony cose, the unity of couse
ond effeci is olwoys lost, ond there is only
the teoring oport ond controdiction with
which one con cornpose. lf it hoo oeen
only h is business,  "h is problem" os
common sense soys todoy, when he wos
feeling pressed to return to whot he found
reossuri ng !
Pierre Schoeffer is not reossuring. lt is for
lhis reoson thot, in spite of everything, it is
him, ond not the beotified{live officiol
"revolutionories", thot is reiected----ond it is
towords his folse nofe, his necessory
dissononce, onxiety ond iruth, thot one
turns, becouse thot is where there is
something to heor. And perhops we hove
put too mony words between the listener
ond th is music.  And one doy we' l l  hove lo
listen to his works, not os doies in o
colendor, but os works with their obsolule
strongeness, their ineducibility os obiects
designed by o mon ond ioken in the end
to their privote desfinies ... so thot listeners
moy once feel "o mon olone" in front of
them, os Pierre Schoeffer wos olone in
confronting music.

Februory 
'1982 - Michel Chion

H b o u t  T i m e

All the some, we must osk ourselves: Whol
is it obout the flovor ol Schoeffer's work?

For it is ombiguous to us, contemporories
of the compoct disc; who perceive this
oncienl sound ond loste it os is; is it fhe
OBJECT thot we like or its potino?

I (stcN or rHE TIMEI In chonging us, time
chonges obiects thol it does not even
louch: lt's our perception thot hos chonged.
Mosqueroge, os Chion would soy; one
should not confuse, however, ond not moke
ollowonces for the perversity of the outhor
of Lo Ronde, who deliberotely ploys with
ihe "medium" (s ign of  the t imes),  os i f  i t
were on inslrument. Thot's not the cose
with Schoeffer, who, deoling with his
medium in 1948, is  innocent.  L ike his
conlemporories, who noively believe fhof
"the dromo of their time is engroved in this
wox without honey " (Oboldio) ... ond
lherefore will remoin intoct ? mistoke: time
hos since odded its honey to o honey
olreody lhere. And for us from now on,
eoch work is o flower dried in lcvo, ol
once preserved ond chonged,
compromised,  mode of  s imi lor  subslonce
os lhe wox thot welcomes it; one heors the
work os well os lhe wox: il 's fie omolgom
thof is precious. rl9
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But even withoul fetishism, we con still loste
the pothetic Eludes ol 1948! Absolutely ...
The "signol" remoins slimuloting even if
one does not toke into occount its "noise"

from the time. lt's thot something very
mysterious comes to us from lhe morvel of
lhe discovery. The firsi impulse wos
"frozen" with the wox. One enioys o
simple voice in reverse, so long os it is in
Pierre Schoeffer. Whv? Perhoos it's
becouse this music, os o genre, hos little
descendonce. lt mointoins o unique woy of
hesitoting between poetry, literoture, ond
sound ort. lt does noi therefore stov for us
os o respecled {obsolete) 

"primiiive", but
os on exomple without onything following
if, on intocl fermentotion.

2 (cnvsnL oF IME) And then it hos o
singulority, which is thot it stops time.
Schoeffer, more "photogropher" thon
"cineost" hos o known weokness for ... the
obiect, ihe fixed imoge. And he does nol
get beyond lhe morvel of the "closed

groove", this device to petrify, io moke
discoveries, this insolent toy. The closed
groove, in comporison with the octuol ond
fe*ile editing, ond olso perhops the
principle of purity. In ony cose, o snoiching
of time. He is enchonted by the "frogment

of sound thot hos neither beginning nor
end, burst of sound isoloied from ony
temporol contexf, crystol of time wilh shorp

edges". I The everydoy flux frozen,
oppeoring os o sironge nugget, o piece of
something thot "doesn't belong ony mor+-
soys Schoeffer-to ony time". In freezing
the movemenf, we extroct the bonol. The
odded volue of the fixed imoge is evident.
Schoeffer does not sotisFy himself by
dismissing s ight  ( invent ion of  the
ocousmotic), he tries to dismiss time: his
poelry orises from o universe where
"hoteful" movemeni is something thot
dilutes on unsuspecied beouiy: "We were
creoting o number of liitle motifs ... some
of them were unforgetoble, ond would
never hove been heord so well hod they
been included, stuck in their initiol
motrices".

3 {srrLLstNorNo) These morvelous snopsnors
... lf need be, Schoeffer could do without
moking music wi th them: ond he would
content himself with o cotolog of motionless
shimmering imoges ( l ike block discs)  . . .  A
scondolous or mysticol composer who quit,
he would l ike to orronge his f indings in
"herbols": "By worning people thot it is
enough to know how to listen, thot the
whole or l  is  in heor ing". . .  He dreoms of  o
cerloin music.
While woiting to hove o sense of their
ouro, he drugs himself with them, he gives
in to the chorm of repetition (thot o

"young" composer, Pormegioni, will loteF*
coll "the power of Orpheus"), to the spell
cost by stoying in ploce: "Drugged with
this new substonce, we would poss them
oround, we would ploy them for one
onother when it seemed to us thol we hod
o good toke." 2

4 (rme rouNo ,lcAtN) They must an some
woy be put bock into oction in o temporol
s i tuot ion (" in the ero when one th ing
followed onother"): music colls for if, "ors

bene movendi". The first pieces, jewels still
very close to the moteriol from which they
were derived, ore focused on their
discoveries. Whot ihey so orduously
coplure is oll the more full of meoning to
lhe eor; lhese musics continue to hove on
erupting, explosive side. Musics of
steoling. Stutterings ond rumblings (there*.
ore o lol of humon voices), hoorse
blossomings of moleriol. The pick-up picks
up, in the mogmo, some shopes, some
sensolions. By whiffs. lf ploys with the
impl ic i t  ond the expl ic i t  ( "on your l ips") ,
with the musicol, fie dromotic, the
semonlic. Not without iolts, bodly polished
chorm, we poss from constroining strucfure
to shorp spurts, so stimuloling ond shorp
thot fhey seem heroic conquests. lt is
suflicient to listen, to drow oul ... As in o
minute of the Etudes oux tourniquets,
limping ond gliitering in on "exotic" 

;:,.

polyrhythmic shoking, everything flooting
in i ls  orecis ion . . .  or  os in o l l  of  the
ollegoricol piece Poroles gel6es, with its
delicote surfoce, iis burlesque reiection of
potlerns, glozing over the "horrific"

recitotion ("For God, give me more!"). The
oothetic Eludes oux cosseroles, which tokes
off decisively, becomes fluid ogoin, puts
wings to obiects, ond tokes flight: With
whot good humor it reconciles time ond the
eternol!

August 1 990
JeonChristophe THOMAS

I The quototions ore from Schoeffer's A lo
qecherche d'une musique concrdle (Seuil).
z ( Hr 'rME To usrEN) The greot ort for Schoeffer, is
to l isten. lf one sloos time, it is for thqr reoson
obove oll. To l islen. And to refleci. To reflect on
listening, on the obiect, on the subiect. Thot wos
ihe progrom of the Reseqrch. Sopiens...
Somelimes judged ol the wrong iime, doing come
only ofterwords. Fober is often boshed obout:
musicions hove no eors, f iey hove only o wil l of
their own; comoosers ore not musicions ...
The primocy of l istening lrother thon of doing) is
olreody suggested, it seems lo me, in o tendency
towords vertigo. This coniemplotive foscinqtion
obove the block well of the findings: "As soon os
o disc is put on the turntoble, o mogicol force
cqplivoies me ..." Oui of this come o progrom of
reseorch bosed essentiolly on the study of
l istening: "Whol subtle musicol pleosure could o
procliced eor feel, by leorning to l isten ..." ond
the wriler Schoeffer. bri l l iont olternqie for the
foltering composer {or put momentorily on hold},
eloquently points "the sequence ot color, the
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chonges of t ime" ... oll " the s*ret, quolitotive
life" of sounds. lt follows thqt the reseorch is fte
some diologue of dizziness, coniinued, led
differently, between ihe subject ond the obiect. But
lhe oesthetic obyss becomes o well of science,
ond the silence becomes o low of tne unrverse.
The obiect reolly hos "someihing to tell us", ond
one goes there io find out whot thot is. Study-like
music-is lhere "to settle verligo" (Rimboud).

And the concrdle odventure (music ond reflrctionl
emerges in good form from this stopping of t ime:
necessory, it seems, to freeze the infinite
richness<f lhe octuol, lhe subtl*so thot we con
rub ogoinsl it, odd to it, leorn it. The "imoqe" thqt
o closed groove opens up for the l irst t ime, turns
out to be on ideol meeiing ( ... ond becouse it is
moteriol, given through o medium) beiween the
subiecl ond the obiect.
The confusion ol the speciol reloiionship of
subject-obiect hos not yet been {ully explored:
Boyle (who is himself the composer of motion)
soys: "The more fixed the obiect thot one
observes, lhe more vorioble is the sense lhot one
gels from it... Freezing the moving object ollows
us to do qn indepth inquiry on the different loyers
ol oworeness, someiimes bosed on fhe feelinos of
one doy, sometimes of onother doy" 3 "

It wos on inquiry thot Schoeffer led, given his
iendency os "reseorcher", withoul workinq loo
much with the obiects (withouf composing-<r
olmosl: ceriqin Etudesl. With o minimol "verticol"

moteriol, whoi he scruiinized qbove oll wos lhe
internol experience. "Reseorch is noi in the thing,
but in the subiect". His findings were minors foi
him. "lf music is o thing, its ploce is in the mon
(...) who experiences if ' . And he preferred ihe
experience io lhe things. The obiect ond the
subiect, f inolly, were declored hrin requests for
ottention, seporoted only (we know the formulol
by the thickness of the eor drum-

P i e r r e  5 c h a e f l e r

French composer (born Noncy, l9l0; died
Les Milles, 

'1995). 
Piere Schoeffer is

known primorily os the "fother of musique

concrdfe", but he wos olso on excellent
writer, pioneer ond veteron of rodio, ond
founder ond director of mony speciol
proiects within the French notionol rodio,
in oorticulor le Service de lo Recherche

{The Reseorch Service) which he directed
trom lyou to lv / ) .  r rnol lv ,  ne wos o
thinker ond reseorcher whose ideos hod
oool icot ions in oudiovisuol  communicot ion
ond, mosl directly, in music. His theoreticol
work is os imoortont os his limited
production of music.
After groduoting from the Ecole
Polytechnique in 1934, Schoeffer storted
working ot Rodiodiffusion Frongoise (the

French notionol rodio), where, in 1944, he
creoted o siudio dedicoted to rodiophonic
troining ond experimentotion. lt wos in this

studio in 1948 thot  h is cur iosi ty  led him to
"invent" musique concrdte through lhe
succession of triols<nd-errors thoi he
described with humor in his book A lo
recherche d'une musique concrdfe. Even ot
thot time, he wos occupied with finding o
bosis for understonding ond defining whot
wos bo$ on empiricol ond rigorous
method for proceeding, even when the
incongruity of lhoi opprooch to music

foscinoted ond horified him ot the some
time. His own deeplv felt ombivolence for
lhe music thot he invented become one of
the dominont chorocteristics of his creotivity
ond thought.
ln 1949, Schoeffer engoged Pierre Henry
os his colloborotor ond worked with Henry
in composing severol works, omong them
the well-known Symphonie pour un homme
seul |1949-501, which become the first
c lossic of  i ts  genre.  In l95l  ,  wi th in the
slrucfure of the French notionol rodio, he
formed o musicol reseorch group thot he
nomed Groupe de Recherche de Musique
Concrdle. In 1958, he formed ihe Groupe
de Recherches Musicoles {GRM), which
continues todoy. GRM wos ot firsf
mobilized to conducl group reseorch into
its founder's ideo: The gools were to define
o "solfege" (i.e. define the "elemenfs") of
the sound universe bosed on the
perception of sound ond lo question whot
were cleorly folse notions oboul music,
listening, limbre, sound, etc. Schoeffer's
monumentol Troit6 des Obiels Musicoux,
written in 1966, encomposses the breodth
of lhis reseorch.
Schoeffer loter left the odministrotion of
GRM to Frongois Boyle ond devoted
himself moinly to directing Le Service de lo
Recherche, which he hod founded in I 960

ond which kept him busy until I 975, ot
which time he wos dismissed from his .l T=n
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position os porl of o generol
reorgonizotion of the French notionol
rodio, ond Le Service de lo Recnercne wos
reploced by l'lnstitut Notionol de
l'Audiovisuel. Even ofter the publicotion of
his Troit6, however, Schoeffer did not
obondon musicol experimentohon:
Beginning in I  968,  os on odjuncr
professor ot the Conservotoire Notionol
Sup6rieur de Musique de Poris, ond within
on educolionol fromework developed ol
GRM, he led o seminor on experimentol
music. In numerous lectures, publicolions,
ond olher presentotions through subsequent
yeors, he continued to develop the ideos
first presented in his lroit6.
Schoeffer's musicol production, which wos
exclusively electroocoustic, consists of o
smoll number of works thot were comoosed
during severol brief periods of octivity. The
first series of shod compositions, the Etudes
de Bruits of 1948, sometimes referred to os
the "primitives" 

of musique concrdte,
remoin os fresh ond engoging os when
they were first composed. lo F/ute
mexicoine ('l 949) ond lbiseou RA/ (l 950)
ore brief ond unpreientious "genre pieces",
whereos the curious Suite ll {i949) seems
o senous ottempt to reintegrole old music
with notes ond instruments into o new
music bosed on sound. The seemino
lightness, the unpretentious surreoliim, ond
lhe comic titles of these works scondolized

the seriolist musicions of the time wno were
more serious in their musicol ofitudes.
Schoeffer mode extensive use of lhe
"closed groove", the equivolent of the loter
tope loop, ond it wos on recordoble discs,
indeed, thot the first pieces of musique
concrdie were reolised.
A second series includes works composeo
with Pierre Henry. In oddition to the short
Bidule en "ut" 

119sOJ, there ore rwo more
ombitious ond longer compositions : lo
Symphonie pour un homme seul
(1949-50) ond the concrdie opero Orph6e
{1951-1953),  for  which Schoeffer  wrore
the libretto. The very poriiculor rone,
groting ond nostolgic, of these two
expressionist works come from Schoeffer.
They olso remind us thot Schoeffer wos o
"mon of rodio". The provocotive
ossociolion of clossicol song ond tope
music in Orph6e wos considered o scondol
ol its performonce ol Donoueschingen in
1953, os i f  i t  hod been o cr ime of  h igh
treoson ogoinsl lhe ovonl gorde.
A third series of works, from o few yeors
loter ond different from the first ryo,
represents on oitempt to creote o purely
"musicol" musique concrdte, withoul
surreolistic ond onecdotol effecfs, bosed .
only on quolities intrinsic to sounds-lhe
some quolities described in Schoeffer's
experimentol "solfdge" 

of sounds. The third
series consists of three Etudes-Schoeffera

fi..

liked the form ond the word<olled Etude
oux ollures (l 958), Etude oux sons onim6s
(l 958), ond Etude oux oblets (l 959).
Etude oux o//ures {'1958) ond Etude oux
sons onim6s (l 958) ore successful works,
but Etude oux obiets { I 959) is Schoeffer's
mosterpiece. lt contoins o limited number
of "sound obiects" which ore ossembled in
five conhosting movements. lt hos the
poetry of beoutifully-written prose-with
well-morked rhythm but olso with whimsicol
moments, discoveries, ond unexpected fits
of modness. lts influence is noticeoble in
the works of mony composers of musique
concrdte ond electroocousfic music.

In I 960, reosoning thot music hod o
greoter need for "reseorchers" lhon for
composers, Schoeffer stopped composing.
ln 1975, his releose from officiol
responsibiliiies gove him free time lo
compose. with the ossistonce of Bernord
Dur. the Triddre fertile. o series of
compositions in which he used
electronicolly generoled sounds for the first
t ime.
The fifteen yeors thoi Schoeffer possed
without composing were nonetheless
lorgely occupied with music, primorily with
writing the Troit6 des obiets musicoux. The
"T.O.M.", os it is colled by those fomilior
with it. still not well known. is noneiheless
o monumenlol work, not eosily occepted

becouse ii upsets too mony well-estoblished
ideos.  l t  is  on interdisc ip l inory work in
which music is seen os on ort{rossroods
where we encounter linguistics,
psychoocoustics, phenomenology, etc. To
quicklv enumeroie some of the
revolutionory guideposts thot this work
poses for new music: the distinction of four
woys to "heor" (heor, perceive, listen,
understondf ond the onolysis of this "circuit

of  musicol  communicot ion" into four
sectors: complemenlory definitions for
"sound obiect" ond "focused listening",
two key notions introduced by Schoeffer; o
diolectic in perception reloting to "sound

obiect" ond "musicol structure"; critique of
clossicol notions of timbre ond ooromerers
thot seek to describe in o usefui wov the
phenomeno o[ sound, ond o counter-
proposol of seven principol perceptive
criterio, perceived in the kiple "perceptive

field" noturol to the eor; ond the use of oll
this to ochieve o lorge progrom of musicol
reseorch, for which the Troit6 would serve
os o oreomDle.
The "lO.M." more porticulorly illustrotes
the double thesis: fhol music is mode to be
listened to (o chollenge to oll o priori
conceotions of music os comoosition on
pcper, which neglect the perceptive foclor);
ond thot music hos two sides: o culturol
side, of course, os everyone ogrees, but
olso o noturol quolity, which is lo soy thof tt. 

]
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music depends on the noturol perceptive
proprieties of the eor (the octove
phenomenon, for exomple) thot ore
understood in troditionol music ond thol
contemporory developments connot ignore
wi lh imouniM
The relotive unpopulority of lhe Troit6 des
objets musicoux is understondoble. lt does
noi pretend to be o new bible of modern
music, but rother on inquiry thot mony
hove not yet dored to moke. The rigor, fhe
depih, ond the greot honesty of this inquiry
moke Schoeffer o mon os imoortont for
music through his reseorch os he is through
his limited productivity os o composer.
Published in I 966, the Troit6 proved to be
prophetic, with mony of its theses
subsequently confirmed by experimenls
done with the computer.
Schoeffer wos o foscinoling chorocter,
rore, even unique in o musicol ovontgorde
thot cultivotes, wiihout ouolificotion or
nuonce, o progressivist optimism. The
scruples, lhe quesfions, ond the scepticism
of this "mon olone", in o concert of such
unonimity, represent o necessory ond vitol
dissononce, o note of onxiety ond truth.

Bosed on on orticle by Michel Chion, in
lorousse de lo Musique, 1982
ln 1967, Schoeffer wos oworded the Prix
Chor les Cros.  In 1982, he wos oworded
the Grond Prix de l'Acod6mie du Disoue

Frongois. ln 1976, he wos oworded fhe
Grond Prix des Comoositeurs de lo
SACEM. In 1990, he received le Prix Moc
Luhon.

Pierre 5EHFEFFEF

I EDI
Les lncunables l9tJE -1950

We hove leorned to link the lute with the
Middle Ages, ploinchont with the
monostery, the fom-tom wilh the sovoge,
the violo do gombo wilh the dress of the
royol court. How could we nof expect thot
o music of the twentieth century, of
mochines ond of the mosses, would be
linked with eleclrons and colculotors?
The findings of 1948 surprise me olone.
Hoving come to the studio to "moke noises
speok", I stumble onto music ... Although
frogments of words or phroses may be
included (like plonts moy be included in
minerols), it goes without soying that they
are diverted, if not from their meonings, ol
leost from their use. For lock of music, o
sort of sound poetry is thus created ex
obrupto.
P. Schoeffer, "Que sois-ie ?", Lo Musiqve
Concrdte, 1967

This disc reuniles, in fieir complefe ,.

versions ond wifi the sounds "of the time",
o series of works from lhe first period of
musioue concrdle thot Pierre Schoeffer
liked to coll the primitives.
In colloborotion wilh Pierre Henrv. ond
with the ossistonce of Frongois Boyle, Jeon
Schworz, Genevidve M6che
(Acousmothdque Ino-GRM), Fronck Dufour

{Phonotdque Ino), ond, especiolly for the
first two volumes, Bernodette Mongin
(SON/RE), different versions of lhis music,
from omong proofs on disc ond tope
lronsfers mode ot the time of the first looe
recorders lNovember 1950), hove been
compored. In the tronsfer of these very
innovoiive works to digitol medio, the gool
wos to moinioin the most complete (ond
ousfere!) fidelity, so thot Pierre Schoeffer's
humor ond tenderness, ond ironic poelry
"in block ond white", ore reconstiluted.
Frongois BAYLE

. CDI-Ys Cinq 6tudes de brults
l5:12

Originol version - Firsl Performonce,
Concert of Noises, French Notionol Rodio,
Poris Chonnel. October 5. 1948 - Fnsl
concert performonce (Etudes I - 3 - 5),
Ecole Normole de Musique, Poris, Morch
t8 .  t 950

a 3 Etude Violette
Stl Etude Nzire
f5 Etude PathEtlque

3 :18
3 :5 t {
U :01

The following commentory gives the order
ond titles of these studies os thev were
colled for the Concert of Noises of
October 5,  1948.
Nole thot the Etude listed below os numoer
3 loter become the Dioposon Concertino
(Tuning-Fork Concertino) ond thot Etude 4
wos divided into the Ffude Wolette (Study
in Purple) ond Etude Noire (Study in
Block).

Etude I D6concerlonte ou Etude oux
Tourniquets
The sonic moteriol for lhis study wos
provided by exotic ond noncxotic thin-
metol insfruments, wooden percussion, ond
two whirligigs which supply two
chorocteristic musicol figures.
A certoin obstrocl orgonizotion, suggested
by the form of on iniliol composilion by
Goslon Litoize, wos plonned for this study.
The techniques used, however, led owoy
from the execution of thot olon. which wos
ultimotely considered too brief. The
principol lhemes were ployed ot 33 RPM
ond o certoin number of rhythmic figures
were isoloted with the intent of creoting o
fuller orchestrotion.
Etude 2 lmpos6e ov Etude oux Chemins de

l1 Etude aux Chemins de Fer
a? Etude eux Tourniquets

2 :50
l : 5q
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Fer (Study 2 lmposed or Roilrood Study)
The roilrood theme is treoied freely in lhe
f i rst  por i ,  which contoins numerous
rhythmic developments. The first port is o
bit like o theme ond voriotions; then the
second port, still mode up of the some
elements, moves with delerminotion owoy
from the onecdotol chorocler of the noises.
At the end, o codo recolls the initiol theme.

Etude 3 Concertante ou Etude pour
Orchestre
In onswer to Etude 

'l 
, colled

D6concertonte, which followed the ideo of
on initiol score, Efude 3, colled
Concerlonte, tokes os its bosic moteriol o
few moments of on orchestro surprised in
the oct of tuning. A series of freeform
monipulotions of this initiol recording
brings out o very lorge voriety of ideos thot
were initiolly provided by chonce, then
chosen from omong the possibilities, then
composed.
An orchesfolion wos thus born, which very
noturolly led to o diologue with o
concertino instrument. lt is J. J. Grunewold
who interocts with this reorgonized
orchestro through o series of piono
improvisotions. The Etude consists of four
movements.
ln this composition, which wos purposefully
bosed on o limited selection of row
moteriol, it is not surprising io find o

concenlrotion on o tonolity bosed on A,
wilh o certoin number of modulotions to G
due to the 33 RPM.

Etude 4 Compos6e ou Etude ou piano
Whereos the Etude colled /mposed or
Railrood Study is bosed on noturol sounds
which ore di f f icul t  to use in composing,
Etude 4 or Composed illustrotes rolher
brilliontly the process defined by the term"musique concrdte".
The whole study thot we're going to heor
hos, os its only source, the noises ond
sounds thot con be derived from o prono.
Porticulor otlenlion wos poid to excluding
oll normol woys of ploying the prono, nor
hom principle but to moke the
demonstrotion more vivid. This composition
wos bosed on ihe "closed groove,,
lechnique; il consisls of isoloting sound
frogments or rhythmic figures in different
tempos ond ot different piiches, to be used
structurolly with different techniques:
reverberotion, reverse ploybock, etc.
The Etude includes o first rhythmic
movement, followed by o melodicolly slow
movement, ihen o reprise of rhythmic
voriotions, ogoin cut off by o slow molif
bosed on musicol ideos in three opposrng
ronges. The Etude concludes with o
rhythmic reprise thof recolls the initiol
IemDo-ffi

Etude 5 Path5tlque ou Etude aux
Casseroles
After o short opening from one then two
rolling boxes, on opposing slow theme
brings out o rhythmic leitmotif thot
cont inues unt i l  the end.
Then vocol elements oppeor, treoted in
such o bosic woy os to conserve the some
rigorous chorocter in the entire sonrc
ensemote.
After o crescendo sustoined by lonol
ritornelli, o diminuendo leods to the
conclusion, which is given, of course, ro o
rolling box.
Due to the composer's ignoronce of
customory oclion in this siluotion, he
believes fhot it is indispensoble to mention
lhol he is working with voices found on o
disc thot hod been thrown owoy ono
where the only identifioble voice is fhot of
fhe morvelous comedion Socho Guitry.

t COI-6/9 Diapason Cancertlno
l9q8 9: t l9

Originol version - Firsf performonce on the
ontenno of Radio Poris IV, April 29, l95l -
First concert performonce, (movement I - 3
- 4) Solle de l'Ancien Conseruotoire, Poris,
Moy 25, 1952

aE Hllesro
S7 Fndante
IE lntermezzo
Sg Hndantino - Final

1:17
a:19
2:t{t{

3 :19
Previously colled Ftude 3 Concertonte ou
Etude pour Orchestre (Siudy 3 Concertonte
or Study for Orchestro) for the Concert of
Noises in Ociober, 

,)948. 
See commentory

obove.

I CDI-f0 Variations sur une Fl'te
Mexicaine lgtlg 3:U5
Rodio version, Pierre Henry

first performonce on the ontenno of Rodio
Poris lV, November 3, 1949 - First concerl
performonce, Centre Culturel du
Conseruotoire de Poris, Jonuory 2l , 1950

These voriotions ore drown hom o little
flute with six holes, brought bock from
Mexico. The percussion sounds, even the
lowest pitched, come from hitting o rrng on
the flute. This piece, conceived os on
exercise, nonetheless proiects o very poeiic
otmosphere. The sensilive use of
reverberotion gives the enchonting
chorocler of on impenetroble forest to the
intentionolly limited ronge of sounds.
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#.11 PrElude
:E 1? Courante/Raucante
-e 11 Figodon
S lLl Vagotte/Gavotte
Sl5 sphoradie

E

:

I COI-'f E L'aiseau RHI llhe Bird RAI)
1950 2:55

Originol version - First performonce on the
ontenno of Rodio Poris lV, Moy 6, l95l
Presented by the outhor os o genre piece,
this is o fontosy on the bird song thof wos
used os fhe signolure music for the ltolion
rodio. Pierre Schoeffer's voriotions on lhe
theme illustrote the power of the mochines
in t ronsforming ond composing.

F CD'f -lln5 suite Daur l.l instruments

{Sui te for  14 instruments)  l9U9 ?5:2U
Orlginol version - First performonce on the
ontenno of Poris lnter, November 6 -

December 3, 1949-First concert
performonce (movements 2 - 3), Ecole
Normo/e de Musique, Poris, Morch 18,

Piene SEHFEFFEB - Piene HENHY

I EEa E3'q2

The Eollaborative uJorks Ig5O - 1953 and
I9B8

The window seporoting the studio ond the
booth will soon olso be the line seporoting
the responsibilities of the first two
reseorchers: ln 1949, Pierre Henry ioined
me ol  ihe Club d 'Essoi  . . .
Like two explorers surprised by o flood,
terrified by the unleoshed elements, it is
"the force of circumstonce" thot brought us
togefher, Piene Henry ond me, for yeors ...
li oll storted wilh o new series of exercises,
the most fomous of which is still Eidule en
ul -o sorl of "fugue" obtoined by
superimposing the folse scole of o
prepored piono with vorying occelerolions
or re lords. . .
A few months loter, our colloborotion
resulted in lhe Symphonie pour un homme
seul-the first greot success of musique
concrdte, perhops becouse it prolonged the
emborrossment of its outhors, pui by the
unsuspecled power of their meons between
on otfroclion to lheoter ond o desire to
further musicol reseorch, io the point of
generol  oworeness . . .
As much os the true success of rne
Synphonie showed thot musique concrdte

3:??
5:Q0
5 :31
a:ql
6 :58

hod without doubt reoched o level of
"work of ort", so the differenl versions of
Orph6e will olwoys hove oscilloted
beiween this level of work ond
experimentofion ... Whot we hod colled,
not without irony, Toute lo lyre, fhe
preceding yeor, become Orph6e 53,
which wos going lo offront the cobol ...
Perhops it wos necessory lhol someone
thus prove thot retreot is forbidden, ot the
some time demonstroting lhot it wos
possible to hove choroclers sing ond donce
on tope. The "boftle of Donoueschingen" in
1953 wos consequently o sort of Woterloo
for musique concrdte ... For yeors, we
were immersed in internotionol reprobofion
... But Orph6e like Phoenix did not stop
being reborn ... Pierre Henry reworked he
leftover frogments in his porticulor woy for
o gigoniic bollet by Mourice B6iort thot
took the Symphonie three times oround the
wor l d ! . . .
Pierre Schoeffer, "Que Sois-je?", lo
musique concrdte, 1967

ln I 966, Pierre Henry returned to some of
the originol moteriols of the Symphonie
pour un homme seu/, restored ihem, ond
creoted o stereophonic version in I 2
movements. lt restored the dimensions of
the cinemotic version olreody envisoged oi
the time of the premiere of the eleven-
movement version on July 6, I 95 I ot the

Th66tre de l'Empire, in Poris, with ihe firsl
experimeniol conlrol console designed by
Jocques Poullin. lt wos for his "40 yeors of
music in l5 concerts" oi lhe Festivol Eslivol
o{  Por is in 1988 thot  Pierre Henry,  in
homoge to Pierre Schoeffer, conceived this
Echo d'OrphSe bosed on o seleclion of
elements from loule Io Lyre, Orph6e 5l
ond Orph6e 53.
The performers in the premiere of Orph6e
53, on October 10,  1953 ot  the Festhol le
in Donoueschingen, were:
Jeonnine Collord, Orpheus - Andr6e Lescot,
Eurydice - Philippe Arthuys, horpsichord -

Jonine GruterRouch, violo

I Cllz-il4 Sgmphonie pour un homme
seul l95O el:30

First concert performonce (22 movements),
Ecole Normole de Musique, Poris, Morch
I 8, 1950 - Verslon in | 2 movements -

revision Pierre Henry 1966 -

First concerf performonce, Halles Boltord,
Poris, February 26, l97l
New version by Pierre Henry, 1998.

Jl Prosopopee I
:2 Partita
3 3 Valse
SLl Erotic
aS scherzo

2 :58
l : 12

u : 5 d

l : 21
2 :33



* 6 Collectif
*7 Prosopopee ll
a B Eroica
Jg Epastrophe
J10 lntermezzo
Jll Eadence
Jl? strette

The title of the Symphonie pour un homme
seul must be understood in the
etymologicol sense of the word: "ensemble

of sounds". Did the outhors intend to
compose o symphony of humon noises? In
focl, overwhelmed by the sound moteriol
ond with the gool of creoting on ensemble
of sounds lhot wos os expressive os
possible, Schoeffer ond Henry found
quickly thot they hod to restricl themselves
to o limited group of initiol moteriols so
thot they could construci o coherent
orch itecture.
Ihe Symphonie pour un homme seul did
not  pul  noise ond musicol  sound in
opposiiion; it ottempted, still clumsily
without doubt. to {ind o svnthesis beiween
noises lhot iended fo be musicot ono on
instrumenlol ensemble lhot produced
sounds thot were not too distont from
notses.
fhe Synphonie hos been coniinuolly
oltered since il wos first heord on Morch
18, 1950 (ot  the f i rs t  concert  of  musique
concrdte, orgonized by the "Triptyque" ot

the Ecole Normole de Musique de Poris).
The definitive version presented here
includes on extro seclion 16 - Collectifl.Ihe
version used for the Mourice B6iort bollel
(eleven sections) is described in the
following text:

Prosopop6e / presenls vorious sonic
moteriols thoi form on initiol senTence ono
continue in o developmenl where o
"prepored piono" ond o humming voice
oliernote. Porfifo provides o rest between
Prosopop6e / ond Volse, in o ternory grouP
where vocol frogments ore ploced in
opposition to somplings of on orchestro.
Erofico follows, then o humorous Scherzo.
Prosopop6e // resumes ond develops some
motifs of Prosopop6e /. Then Eroico
follows, then Apostrophe, which contoins
the only explicit vocol element of the whole
work: the word "obsolument", pulled for o
moment from ihe indistinct texlure,
disintegrotes ond relurns to the sound
mo ss.
A rother slow Intermezzo with some
mysterious verbolizotion, is followed by o
Codence, "suspense" thot prepores for the
Strefte, which, ofter o profound beginning,
ends ihe work on o note of sirioent
shr i l lness,  os i f  f i l led wi th iubi lot ion.
This work, which wos to consecrofe lhe
colloborotion of Pierre Schoeffer ond Pierre
Henry, hos been heord by o very lorge

oudience: lt wos broodcost opproximotely
twenty times in Fronce os well os obrood;

it consisted of both the music ond the story

of the first musique concrdte bollet thot wos
ployed throughout the summer of 

'l 
955, ot

fhe Th6dtre de l'Etoile, by the Compognie

des Bollets de l'Etoile, direcied by Mourice

B6jort ond Jeon Lourent.

I CD2-13 Bldule en ut
l95O l :51

First performonce on the onlenno of Radio
Poris IV, June 2 l95l - Firsl concert
performonce, Amphith66tre Richelieu,
Sorbonne, Poris, Morch 16, 1950

Commentorv on the occosion of the first
releose os o phonogroph recording of
Ponoromo de lo Musique Concrdle:
All oesthetic phenomenon is on originol
perception, o sensotion ond o reflection on

this sensotion. The odvonfoge of publicotion

on disc is therefore greot, since for the first

time the public will not only be oble to heor,

ond perhops feel some surprise, bul listen

ogoin, ond without doubt betier undersfond
musique concrdte.
The first Ponoromo de Musique Concr6le
wos composed io give the lislener o generol

ideo of the meons ond results of seven yeors

of reseorch in this foscinoting world.
The Bidule en Ul, considered one of the
"clossics" of musique concrdte, is o shorl

piece in the form of o fugue, tightly ond

brilliontly put togethel lhe sounds for

which hove been loken solely from the
plono. Some people hove heord foctory or

locomotive sounds; this proves io whot

deoree on inotteniive eor con foil to

,eclognize the source of o sound. ln reolity,

o little ottention will reveol, oher the iniliol
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ottock, o sort of complex scole (hence lhe

tit le 
"in 

C") which, tronsposed to o lower

register, then to o higher regisier, ot t imes

respectively twice os slow ond fosl, enters

inlo counterpoint with itself, not wilhout o

few 
"occidents" which tronsform the

unfolding of the piece to the point of o

br i l l i on t  conc lus ion .

H o m a g e  t o  P i e r r e  5 c h a e f f e r

Deor Pierre, todoy it is my duty to toke the
pen, forty yeors ofter our meeting (to
reverberole rods thoi vibrote with
lomenlotion). Our odventure wos epic
(theme destiny neo<lossicol style), difficult
for the colleogues (cymbol resononce,
piono resononce) ond rore: who ore the
musicions thot compose together ond
moreover sign together {orchestro
tronsformotion into horpsichords, then into
orgons)? Ever s ince then,  only terr ib le
colloborolions between us (periodic brief
friciion, stormy flutierlongue, reboundings, -,
teorings, Greek shouts)l

Grocq soid,  " . . .  th is th ing more
complicoted ond confusing ihon the music
of the spheres: o couple". There it is, we
did form o couple (codence of
klongforbenmelodie, sustoined Aeolion
notes, hormonic superimpositions from thin
io thick without chonging tessifuro). A
couple, os you hove iust writlen to me
(September 29, l991l, modest, violenl,
tormenled. White sound (noise from o
rodio, drop of woter|. Block sound (muffled
shout, double voices, shori pinched noise).
An overloy of odventures wos our shore
ond our port of multiple ioys (the first
concert, Ropollo, the sounds of Orpheus,
the orrivol of the first lope recorder, fhe

getting together ogoin in I 966).
When you osserted in 1950 thot the two
musics were difficult to mix, you were
olreody right.
I olso like lhese sentences thot I often hied
to moke my own: "The oiher music,
insulting ond of{ensive, would otiempt to
toke porcels of remembered lime, to moke
on object  of  poinfu l  contemplot ion,  who
knows, promising eternity ... A supreme
music would then be to isolote os crystols
of  t ime . . . "

After the Deuxidme Synphonie ll972l ond
Pieree R6ll6chies (l 982), here, os I like fo
do it, is o potchwork of "frogments" from
Orph6eIor you. Some "echoes" conceived
in your style rother ihon mine. lt is
recording-wise o mognelic present
(Eurydice's song dissolved into o blurred
postorol + plonts, birds, jungle vines,
monsters, ond o few pizzicotil.
Good bronze birthdoy, Deor Componion

{withouf trogic vibrophone ond without o
duo of  misunderstonding).
Pierre Henry
Oclober 

'1990

I EDz-lq/eb Echo of Drpheus, for Piene
Schaeffer - l98B Pierre Henrg

Afer Orpheus 5l ond 53 by Pierre
Schoeffer ond Pierre Henrv
First performonce, Mus6e d'Art Moderne,
Poris, September 29, 1988

J14 D'un sillon I'eutre
3 15 Clavecin sercastique
316 Eurgdice
* 17 Harpe et violon
*18 Jazz et plaintes
C19 Le biguinage
j 2B Premier air, ElEments
a 21 Divinit's du stgx
S2? DEbat
S?3 Les Etons
J ?\ L'amour aveugle
) ?5 Voix int'rieures
a ?6 Grand air

6: le
l : c 3

2 :50
' l :05

2 :35
a :59
3 :5U
l :US
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F l  e t u r n  o f  O r p h e u s

The boitle of Donoueschingen-os we
know-wos such thot lrom Orph6e 53
nolhing remoins but vestiges, echoes,
frogments. Troce of o violo melody, bits of
occents deformed by the soturoied grooves
... Some myths persist, ond omong them is
the myth of music returned to hell, olthough
there hos been some discussion obouf
exlrocting it from there. Bul conkory
desires ond destinies hod to be token info
occount. And this boitle wos octuolly o
very stronge combot between two men
who met ond come lo know eoch olher.
But ot ihe price fixed by the Porcoe of o
fomous Veil. The fote of the two Pierres,
with identicol firsl nomes, seemed to be
mixed together ot the beginning. At the
end, for reosons of lemperoture if noi
temperoment, il wos different. The heot of
the furnoce ond the infernol sounds took
core lo bring the proiect, ond olso the
identity of the outhors, to the point of
fusion, even fission. They lhen reveoled
themselves to eoch other ond from then on,
by the power of the myth forbidden to be
looked upon together, devoted themselves
to their own reseorch. The rest is known.
Insteod of o single history, we were given
Mo superb odventures-who would
comploin? And os for the work,
undoubtedly impossible, lhere would

remoin only the echo, o weolth of
imoginot ion.

lf, long ofter these goloctic exploits, il
come to poss, lhrough my innocenl
inlervention, lhot the spirited culprils
become reconciled, ihe meons lo seol their
ollionce would be provided much loter by
the publicotion of this Echo. Recomposed
by Pierre Henry in 1988, here is  Orph6e
revisited, with on inloct lyricism ond o
modern mosiery, for o Pierre Schoeffer still
worried obout o revivol of the risks. But
protecied now by distonce-os if
prediciions hod to be reolized-the two
ouihors, lhe one of the Book ol the Deod
ond the other ol Keeper of the Volcono,
con finolly offer us on encore of their
extroordinory enterprise. lt gives the
incongruous but olso the mosl moving
testimony from the time. lt hos kept the
surprise, the insurrectionol volue of the
complete poetic oct. In this copocity, the
foilure of thot time remoins o sign of the
ever invisible, unoccepfoble, ond cruel
newness.

Frongois BAYLE
September 1990

P i e r r e  5 C H F E F F E A

f CE3 74:3
Revisions 19t18 - lg52 end leter uJorks
t957 - 1979

The first concrdle works, ond in porticulor
the Efudes de Bruits, provide good
illustroiions of the problems thoi were
encountered by the first reseorcher of
musique concrdie os well os the solutions
ihot he wos oble to find ot the iime.
Closed groove techniques, the use of
super imposi t ions which miroculously obey
the "god of turntobles", use of the piono os
on " instrument to do "everything" thereby
ossuring eoch composition o greoter
continuiiy ... yet it wos on ideo thot did not
turn out sotisfoclorily for fhe piono
concertino port in the Dioposon Concertino
or for the editing of o reol inslrumenlol
score with the Suile | 4 ... On the other
hond, os soon os one knew how to ovoid
sounds thot were too troditionol ond
obiects with identities thot were too
complex, our mochinery, even when it wos
os unpolished os when we begon, enobled
us to moke more solisfoctory sketches.
Thus fhe first music for o film on block
mosks colled Mosqueroge {revised by
Bernord Pormegioni)  or  the rodiophonic
experiment on Poroles D6gel6es by

Robelois in o reolizotion bv Aloin Trutot
{revised by Frongois Boylei.
After four yeors of obsence, I resumed
contoct ... The bolonce of successes ond
limitotions mode cleor the necessitv to storl
methodic reseorch in developing o solfdge.
The postulotes for the work, io which the
new Groupe de Recherches Musicoles of
1958 intended to conform, were especiolly
offirmed in my three experiments, the Etude
oux ollures, oux sons onim6s ond oux
oblels,  composed in 1958 -  1959.
Pierre Schoeffer, "Que Sois-ie?", io
musique concrdte, 1967

During the lost doys ot the Holles Boltord
in 1971 , ol ihe occosion of the Journ6es
Rencontres o{ the GRM, the "world

oremiere" of the comolete works of Pierre
Schoeffer wos presenfed, in ihe revised
versions ihot he preferred, in rwo Schoeffer
only concerfs.
In comporison with their firsl versions, lhese
new versions-some of them significontly
shortened-offered o re+eoding thot tried
nol to ignore the principol enemies of oll
experimenlol octivily, the obundonce of
moterial and. obove oll. focile
monipulotions.
The revisions of the works following the
first period-the Etudes ol 1958-59leolt
only with the quolity of sound combinolions
ond the woy lhey were mixed in spoce.
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Borely o few musicol louchups in the
Etudes oux oblefs, the work considered by
its outhor os the mosf definitively finished.
li wos in the form of o "postscriptum" fhot
two supplementory works, conceived
"twenty yeors lofer", were found.
The Triddre Fertile of 197S-in on ollusion
to the well-known "reference trihedro" of
physicists who "confine sound in the three
dimensions of time, pitch ond intensity"-
represenis o foroy inlo o world of
electronicolly-generoled sound thoi Pierre
Schoeffer hod forbidden to himself. Helped
by Bernord Durr, he provoked the triple eor
with some quosi+ough structures. This
enobled the composer to opply his
enduring principles even ihrough voriotions
in o moteriol ihot wos "exotic" for him. As
tor Bilude ol 1979, o light ioke on the
second prelude in Boch's French Suite #5,
the composer closes the loop ond offers us,
wifh o bittersweet elegonce ond o smile
fitting the circumstonce, the plofulness of
his lost  word.

I CD3-Yq Quatre Etudes de bruitg
lgq8 l2:?5

Revised l97l - First performonce, Holles
Boltord, Poris, Februory 16, l97l

- 1 Etude violette 3:15
J? Etude aux tourniquets 

'l:5U

a 3 Etude aux chemins de fer 3:!2
Jl Etude pathEtique 3:??

f EO3-5/5 ConEeftino Diepason
lgq8 t l :20
Revised l97l - First performance, Holles
Boltord, Paris, Februory 16, l97l

5 Hllegro, andante et intermezzo 2:Ql
6 Hndantino et final l:35

I fD3-7/9 suite tq 1Sq9 9:15

Revised l97l - First performonce, Holles
Boltord, Poris, Februory 26, l97l

J7 Courante, Flaucante et Rigodon?illl
aB Vagotte l : t l5
J I Sphoradie 5:08

But did he hove to write this Suite for
fourieen instruments in order to cut it up in
pieces ond put them in o suitcose? This

work, undesiroble ond interminoble, wos
cosmeticolly improved ond cut up for o
second time by the composer, oided by
Frongois Boyle.  l t  remoins ol l  the more
hogic ond hoteful. The sobs of the ossossin
remoin fhere, hounting the scene of the
c r ime  . . .

I CO3-10 Masquerage
t95a 3'37
Firsl performonce, lnternotionol Film
Festivol, Connes, Moy 23, 1952
Revised 1971, Bernard Pormegioni
First performonce, Holles Boltord, Poris,
Februory 26, I97l

The originol version dotes from I 952. At
thot time, Mox de Hoos (one of the first
people to listen to musique concrdte ond
the first film person to use ii) commissioned
Pierre Schoeffer lo occompony silent ond
rhythmic imoges in o f i lm on mosks.
ln 197O, ot the occosion of the
presentotion of Schoeffer's complete works,
ihis piece wos "tightened up" ond
reworked with ihe colloboroiion of Bernord
Pormegioni .
Closed grooves, occidents of turntobles,
frogments of historicol voices-Jeon
Toscone, Pierre Schoeffer-monsters of
sound who speok in their  or ig inot
longuoge, orgonized in o chioroscuro

rhythm, o scherzo of scintillotions, on
ondonle of shodows.

I CD3-'fl Les Faroles dEgeEes
lsse q19
First performonce on the ontenno of Rodio
Paris lV, 1952 - Revised 1982, F. Boyle

Turning oround, this time it is towords the
exiernol thot the imoginoiion turns;
musique concrdte odds i ts  quick ond br ight
touches lo the quosi-prophetic fontosy of
Robelois. *
"This is the beginning of the Frozen Seo,
and ot the beginning of lost winter, there
wos o grcot ond bloody botile here
belween the Arimospions ond the Cloud-
riders. The shoufs of the men, lhe cries of
the women, the sloshing of the bottle-oxes,
lhe clashing of the ormour and hornesses,
the neighing of the horses, ond oll the
other frightful noises of bottle become
frozen on the oir. But iust now lhe rigors of
winter being over, ond lhe good seoson
coming on with its calm ond mild weother,
lhese noises ore melting, ond so you con
heor them.
"By God," cried Ponurge. " I believe you.
But could we see iust one of them?"...
Then Pontogruel threw on the deck before
us whole hondfuls of frozen words, which
looked like crystollized sweets of mony :
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colours. We sow some words gules, or
goy qurPst some vetL some ozuret some
soble, ond some or. When we wormed
them o little belween our honds, they
melted like snow, ond we octuolly heord
them, though we did not understond them,
for they were in o borbarous longuoge."
From Frongois Robelois, The Histories of
Gorgontuo ond Pontogruel, Book lV, Chopler
56, p. 568. Tronsloted byJ. M. Cohen.
Penguin Books. First published, 1955.

I CD3-la Etude aux allures l95B - 3'?E

First performonce, lnternotionol Exposition,
Brussels, October 5, 1.958
Revised l97l - First pertormonce, Holles
Bohard, Poris, Februory 26, l97l

Listening to Etude oux ollures, Pierre
Schoeffer's lost work, one noles the obsence
of oll surreolist onxiety, oll literoture, in fovor
of the internol core essenfiols, o sort of
oscetism, thot set ihe poce for the durotions
ond dynomics of joyful ond owesome
sounds. Although very rich, the smolled
"chonnelized sounds"-which were
produced with little round light-bronze
Chinese bells ond percussion of lomp shodes
in opoline-poss in the bockground. The
durotions, ond the more or less tight vibrotos
of those durotions, ore hollucinoting.

Ol iv ier  Messioen,  1958
Commeniory of the outhor ot the time of
the first performonce, in "Exp6riences

Musicoles", Lo Revue Musicale, 1959

Etude aux Allures might os well hove been
colled "studv of the chonnelized sounds" or
"study of profiles". lt might even hove
represented o return to purposeful melody
ond o seorch for simple melodic ond
hormonic relotions between sounds thot
were complex enough not to demond on
excessive omount of gymnostics in the woy
thot thev were used. The sounds chosen for
this study ore, in effeci, rich in lhemselves
os complex groups of  hormonics,  ond ih is
or ihot "nucleus" storts to emerge
occording to fhe environment in which i t
oppeors. Certoinly the "speeds" ore
importoni, ond lhere is o long development
in the sonic exposure of eoch object which
follows, in the course of time, vorying or
unchonging lows. One con olso heor on
enjombment from eoch speed to the nexf,
from tight to wide speed voriotion, cousing
porol le l  chonges in t imbre.  But  the dynomic
ospect of this study connol be neglected;
its very slow tempo is sei by design to
enoble the eor io grosp wi th complete
clority the lives of these long sounds, rother
thon to dozzle il wilh o useless virtuosity.
In ihe some issue of lo Revue Musico/e, the
outhor exploins his relurn lo comPosition

ond to musicol reseorch.
Afier o rolher long hioius, I got involved

ogoin in music by under ioking the
composition of three studies colled: E udes

oux ollures (l 958), Etudes oux sons

onim6s (1958), ond Eiudes aux obiels
(r e5e).
Instrucied by experience, I no longer
ignored the pr imory odversor io l  concerns

of oll experimentol work: on the one hond,

ihe obundonce of moteriol, on the other

hond the plurol i ty  of  d imensions thot  is

now ovoi loble in musicol  invent ion for

whoever hos not become involved wiih

functioning systems. Above oll, I hod

leorned to distrust focile monipulotions l

wos now wory of those monipulotions thol

I  hod ployed o port  in promol ing,  ond,  in

ihe course of seminors thot I wos
orgoniz ing,  I  never s lopped worning

others. The less the originol sound is

chonged, the better it is. Numerous
monipulotions, such os reverberotion,
filtering, occelerolions or retords, only
weoken ond coricoture sounds.
My three new sludies ore bosed on the

following hiple oscelism: o purposely

limited number of sounds, the use of only
those monipulotions ihot ore essentiol in
"ossembloge" ond nol deformolion, ond

finolly, o welldefined opprooch to

composition thot consists of submission lo

the object rofher hon preconceived ond

excessive modulotion. lt is the obiecl, I
think, thot hos something to tell us, if we
know how to let it tell us, ond consequently
we should use it in ossembloge occording
to ifs fomiliol reloiionshios ond the
concordonce of ils chorocierislics.
Thus the centrol ideo is to studv the
"musicol obiect", o generolizotion of the
"musicol noie", for its own soke, ond to
discover, os closely os possible lo the greot
musicol trodition whether occidentol or
exotic, the lows of ossociotion ond
evoluiion of these obiects, os well os the
number ond the order of  the dimensions
thot ore presenied in their evolution in
musicol spoce.
I hod noticed, in foct, thot mony noturol
sounds hod remorkoble structures, os much
in their hormonic mokeups os in their
dynomic profiles, os much by the lows of
forming ond extinguishing sound os by
melodic, hormonic ond dynomic evolulion.
All such sounds hove been bodly heord ond,

until he presenl iime, nol well underslood.
The ocoustic opporotus con be token os

the opposite of the first experiments with

musique concrdte: o microPhone is o

microscope rother hon o vorioble-speed
tope recorder; ihe obiect is respected,
mognified, diversified occording to ils own

nolure, ond not submitted to orbiirory
editing, whether rondom or systemotic.
It goes without soying thot fhese studies do
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not pretend to be ortworks, in lhe sense
thot this word connotes o purooseful
expression, but they ore preliminory
studies, ond more precisely "studies

following nolure". In the some woy, insteod
of obstroci or psychoonolyticol
wonderings, o pointer moy prefer to
recreole lhe exoctness ond the intensity of
the objects in o still life.
As ofien hoppens, these three studies oppeor
chronologicolly in the reverse order of logic,
or more preciselv in the reverse order of
formol logic. The siudy colled oux ob1'els
should hcve come first, then oux sons
onim6s, lhen oux allures, in the sense thot
the totol obiect constitutes the lorgest world,
ils onimotion o world equolly lorge, ond the
siudy of some of its porticulor chorocterislics,
such os the speeds ot which it occurs, o
more detoiled theme for reseorch.
In prociice, it wos in the reverse order thot
the reseorcher proceeded: pleosed with
hoving found o chorocteristic os precise os
speed (including oll sorts of generolized
vibroto in t imbre,  os wel l  os in dynomics,
rhythm, ond density), he begon to use this
os o cleor point of deporture. Then he
ollowed himself o sort of fontosy on
onimoted sounds, which is to soy the
processing demonslroles o pronounced
cousolity... With this recreotion concluded,
he returned to lhe more serious: rne
ossembloge of objects by their reciprocol

correlotions, ond the selection of these
obiects for their better internol logic.
Certoinly, some of these studies ore not
sufficiently speciolized to eorn their titles:
on ensemble of obiecis olwoys conveys
everything ot once: ond the logic of its
ossembloge, ond the onimotion of its
treotmenfs, ond the ropporl between its
chorocteristics. The compensotion of the
reseorcher is the sotisfoction fhot his studies
hove been well rooted in noture: wholever
direction he moy hove token, if he hos
scrupulously respected ol leost one of hese
new lows, he con be ossured thot his
procedures ore sofely oppropriote to the
ent i re domoin.
Thus the composilionol discourse thot I ky
to follow is controry to more ombitious
proceedings which tend to include
everything ond even to link porometers to
eoch other through systemotic relofionships.
Not only do I  th ink thot  th is ombi i ion is
futile, but I om persuoded thot the eor
olone, ond not on onticipotion of the
intellect, is copoble of choosing, omong so
mony intongible vor iobles,  thot  which
olwoys oppeors os dominont. Just os in lhe
dominont of  o scole,  I  th ink thot  o l l  sound
phenomeno ore instinctively perceived by
the eor with greoter or lesser impononce
os in on orislocrotic hierorchy, ond not
with the equolities of o democrocy.
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x CD3-f3 Etude aux sans animes
ls58 qla

World Premiere Brusse/s - lnlernotionol
exhibition October 5, 1958 - Revision
l97l - Premiere Poris - Holles Boltord
Februory 26, l97l

This sfudy, like on entr'octe between two
more serious efforts, is more lightheorled
thon the preceding one. lt brings together
such porticulor sounds thol they lost
becouse of their onecdotol fomiliority, but
they olso continue to interesl us musicolly.
This study is deliberotely somewhot
unpol ished,  os i f  i t  hod been f i rs t  of  o l l
intended to demonstrote the breodth of
noturol processing in its sounds: the quosi-
dromotic unfolding of o roll, o creok, o
rub, o rebound con octuolly be heoted
very differenily, in on ollusive or explicit
monner. The composer wonted to refer
bock to his primitives: the 6tudes de bruils
o f  1948 .
The reciprocol is olso true: "composiie"

sounds developed from simpler sounds, for
exomple sounds loken from o horn mode
to revolve like the whirligigs in ployful
fireworks, con be very well combined with
noturolly onimoled sounds.
Commentories by ihe composer, from
Revue Musicole (see obove)

f trE3-lq/fB Etude aux objets
1959 17' lO
First performonce, Solle Goveau, Poris,
June 30, 1959 - Revised l97l - First
performonce, Holles Boltord, Poris,
Februory 26, l97l

Slt) Obiets exposEs
J15 Dbiets Etendus
:16 Obiets multiDli's
:17 Objets liEs
- l8 Obiets EssemblEs

3'3q
2'5q
3'02
3'07
r-.119

A short time ogo, in musique concrdfe, one
hod to be conlent with choosing from
omong mony obiects thot chonce provided
with on inexhoustible extrovogonce.
Apporently, oi leost. This extrovogonce
moy olso hove hidden o cerloin loziness. h
is fitting thot, from this time on, we con
wont sounds ond moke sounds. Thus the
creotion of originol sound obiects, thonks
to lhe invention of o very speciol
instrumenf, hos become on essentiol
concern. Consequently, we musl choose
from omong lhese sounds ond creote o
sompl ing which ol lows us to choose. l l  is
the besf kind of problem. At the end, one
hos only to deol with problems of
ossembloge ond relotionships mentioned
eor l ier .
The Efude oux obiels is only o hosty
explorofion within o lorge oreo. Not only '



is the choice of objects foscinoting, buf fie
lows of their ossociolion ond development
ore siill completely unknown lo us.
And obove oll, let's not inoppropriotely
recoll the fomous line: "lnonimole obiects.
do you hove o soul?" To be sure, the
obiecl is o stote of mind, bui it is the
opposite of vogueness.
n the first movement, Objets Fxpos6s, eight
differenl sound obiects form o phrose given
to the first loudspeoker, to which the
second loudspeoker replies with o
"counterJheme", formed olso with eight
sound obiects. The develooments ore
obtoined by vorying the theme which
imposes its form on the successions ond
superimpositions in the different sequences
of objects. The second movement, titled
Objets 6tendus, brings togeiher sound
moieriol common to the five movemenfs by
linking the sounds together os closely os
possib le.

The following movement, Obiets multipli\s,
presents lhe some "orchesirol moteriol" in
o different form. The highly orticuloted
sounds of lhe first movemenl become
liberoled in on exponding spoce.
The fourth movemeni, Objets li6s, controsts
percussion ond sustoined sounds, ond long
melodic profiles ond short explosions to
creote o theolricol sonic "suspense".

The finol movement, Objets rossembl6s or
Strefle, brings objects together equolly well

on structurol ond sonic levels. This
movement demonstroles the infinite
possibilities thot con come from using the
some group of sounds to form predefined
orchestrol moteriol.
Commentory by the composer, 1960

I CD3-19/20 Le triddre fertile1975 11'37
First performonce, Solle de I'Ancien
Conseuotoire, Paris, December 17, 1976

319 lmpromptu
S?E strct te

This lriedre is the resuli of o lote

3'aB
8'�03

repentonce. Without the friendly insistence
of Frongois Boyle ond fertile support by
Bernord Durr, I would not hove once ogorn
dored to ottock the enigmo of musicol
composition. As it is soid in loborofories,
I undertook o new "slice of reseorch"-o
reseorch olwoys begun ogoin.
How con I exploin my return to electronic
sounds when I hod olwoys refused their
simple cousolities? lt's only thonks to Bernord
Durr, so inventive with electronics, thot I wos
oble to work on sequences entirely provided
by on elechonic robot, iust os in the old
times I used to receive sequences prepored
by Pierre Henry. lt does not motter, then, thqt
the obiecis ore ungroteful or not much olive.
The enigmo thot they pose comes preciselyffi

from 6e musicol effect of iheir quosi-
outomotic "discourse". lt is, in short, music in
reverse: lnsteod of shoping, sound by sound,
the moteriols of o thoughtout work-whim of
the ouhor-here one must choose
"eloquent" frogmenis from "whot is
presented" for o quosicutomotic work whose
oulhor is not directly responsible for it.
The surpr is ing th ing in "music in reverse" is
thot one receives more thon one hos given.
Confronting the oesthete, I dectore more
firmly thon ever thot the experimentol genre
is interesting becouse it meons thot, thonks
to ideos thot moy olso oppeor rondomly,
one con pursue musicol reseorch to the
level of the struclure of perception ond
whot the subject  does . . .
Ihe Triddre fertile is o oeculior crown for
fhe coreer of o musicoi reseorcner Known
for his toste for concrdte obiects os well os
troditionol sound. How could Prerre
Schoeffer hove used electronic moteriol in
his recent ond lost work? How could he
hove quolified os fertile the fomous
"reference trihedro" of physicists, which
emprisons the sound in the three
dimensions of time, pitch ond intensity? ll is
becouse lhe outhor, oided by hrs
occomplice in electronics, Bernord Durr,
corefully exomined the synihesizer with o
sensibiliV stethoscope rother thon o slide
rule. The elecironic inslrumeni delivered
reody-mode "sfructures" in thof some woy

thot electroocoustic techniques produced
rcw objects. The ideo wos lo choose them
ofter hoving coused them, lo ossemble .,L
them ofter ioving heord them with o 

s
" t r ip le"  

eor,  which impl ies olso:  rhythmic,
melodic,  hormonic,  o long wi th more subt le
chorocteristics: instinciive, ond, to soy it oll,
troditionol. The lriedre lertile, therefore,
offers o "new woy to listen" in oddition to.
c lossicol-music l is iening.  S,
Of the seven movements of the originol F
version, only the first, lmprornpfu, ond lhe
seventh, Sfrefte, hove been retoined here.

lmpromptu
A pseudocello ond o pseudoflute onswer
the porodistic flight of o bumble bee. Then
two originol ond typicolly elechonic themes
respond to the imitotive onochronism.

sfrette 
iF

Through olternotions ond superimposilions,
this lost movement recopitulotes the
prominent possoges from movements 2 lo$
6. lt is o reprise which reoffirms the 3:

structure, presenting precise melismos thot
resolve, ofter o few cuts, io finish in
counlerpoinl.
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I  CO3-21 Bi lude
f97S ?:17

For piono ond tope
First performonce, Mus6e Guime| Poris,
December 1 l, I 979 - Minka Roustchevo,
piono - Second Prelude from The
W ell-Tem pered Clovi er.
ln homoge to Ren6 Doumol. Previously
col/ed Eternels regrets-ou le clovier mol
lemp6r6 (Eternol Regrets--or The Bodly-
Tempered Clovier) Become Bilude.

It is useless to look for some coherent link
between the homoge to Doumol ond the
little work thot I risk under this title,
constroined to forced behovior os I wos by
the friendly insistence of Nicole Lochorle.
I there{ore ossumed o conlrodiction
between ihe most ond leost noble, the mosl
obvious ond mosl obscure, the surest ond
ihe riskiest keyboord. lt is well-known thot,
occording to Gurdiieff, music is one of the
keys to the world, perhops the key. lt
seems to me thot we losl it ond thot we
were wondering for from the troditionol
p loce where i t  is  h idden. Mony of  our
contemporories look towords the Orienl in
the hope of renewing their inner lighis. But
noi everyone con become Hindu. Why
would there not exist o troditionol wisdom
in the Occident, o "directed exercise"
whose music provides the vehicle? ll 's o

subiect too serious io dore to develop.
With the outhor's excuses, o little irony will
do fhe iob.

Program nole ol the first concert
performonce ot l' A.C.l.C.

Pierre Schoeffer et Pierre Henry en pvblic, le 27
f6vrier I 989, lors de lo diffusion du concert du
Cycle Acousmotique du GRM ou Grond
Auditorium de Rodio Fronce, concert pour l 'Union
Europ6enne de Rodiodiffusion
@ Photo BrugerRenord - orchives grm.

Piene Schoeffer ond Pierre Henry in o public
concerf by GRM, the 27th of Februory 1 989, ot
fhe Rodio Fronce Grond Audiforium, fcr on UER
rcdio broodcosting.

ss
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Pierre 5CHFIEFFEFI
les intunables lSl'18-1579

I CDIJ/s Einq etudes de bruits
1612
a1 Etude aux chemlns de fer e:5O
.2 Etude aux tournlquels l;5q
J3 Etude violette 3:lB
aq Etude no i re  3 :5q
J5 Etude palhetique q:01

I COI-6/9 Oiapason Concertino
9:q9

aE Rllegro 
'l:11

)7 Flndante a:19
JB lntermezzo 2:qq
ag Rndantino - Final 3:19

I CDll0 Variations sur une flote
mexicaine 3:q5

a Col-lvl5 suite Four lq
lnstruments ?5:2Q
Jll PtElude 3:aa
a12 Eourante/Roucante 6:q0
113 Bigodon 5:31
llq Vagotte/5avatte a:ql
al5 Sphoradie 6:58
I CDll6Loiseau FlRl a:55

e CEa E3:37
Pie f fe  SCHHEFFEFI  -  P ie r re  HENFIY
lPs Euves communPs I95O - 1953
et 1988

I EIle-ln2 59mphonle pour un

€ cD3 7q:43
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l P 9  T P \ l t t o t  5  t l q d '  I g r c

F CO3-Yq Quatre etudes de bruits
la :25

" 1 Etude violetle 3:15
2 Etude aux tourniquets 1:5q

=. 3 Etude aux chemins de fer 3'qe
+ tl Etude palhElique 3:ea
+ fD3-5/6 Concertino Diapasonq:eO
+ 5 Hllegto, andante et intermezzo

2:q l
{ 6 Rndanllno et final l:35

* CD3-7/9 5uite lq 915
*7 Courante. Roucante et Bigodon

a: lq
AB Vagotte l:q6
)g sphoradie 5:08

*CD3-IOMasauerage 3:37

# CO3-11 Les paroles dEgelEesqtlg

tc, e!. e5 poslet Fu Ps 1957-lg-a
= EO3l2 Etude aux allures 3:aB

= CO3l3 Etude aux sons animEs
q: la

* CD3-lqilB Etude aux obiets l7:10
z lq Obiets e\poses 3:fq
e l5 ObjPts etendus 2:5r
lz 16 Obiets multipiles 3:04
'*1'l Obiets lies 3:07
* lB Dbiets rassemblEs q:19

" Etrl-19/a0 Le tf iedre ferti le l l :37
* 19 lmprcmptu 3:aB
*?A stette 8:03

* ED3-21 Bilude ?:17

homme seul

* 1 Prosopopee I

= ? Partita

= 3 Valse
=. q Erotica
€i 5 Schezo

E 6 Eollectif
,*7 ProsapopEe ll
EE I Erotca
la g Hpostrophe

= lO lntemezzo
* 1'l Cadence
* l? Strette

a l :30
2:58
l : la

0 :58
l : 2 1

?:33
E : 5 7
l : 0 2
lt57

e:?6
1157
l :09

a:5q

2 : 5 0
l : 0 5

e : 3 5
a : 5 9

p
Rlp

"a tDe-13 Bidule en ul l:51

- Coa-lq/a6 Echo d orphee,
pour P. schaeffer - Pier€ HENFIY
*lq D un sillon I autre 6:12
= 15 Elavecin sarcastioue 3:ag
= 16 Eurgdice
=: l7 Harpe et violon

=: 18 Jazz et plaintes

=- 19 Le biquinage

aO PtemEr ai, elements 3:5r.1

= 21 Divinites du Stgx l:qg

= ?e D.bat
= e3 Les Etons
a.. aq L'amou aveugle
.= a5 Voix intEieures

a:00
a;q3
l : 0 3
3 : q g

=e6 6rand air 5:23




