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A R T I S T ' S  A R T I C L E  

To Be and Not To Be: 
Aspects of the Interaction Between 
Instrumental and Electronic 
Compositional Methods 

Flo Menexes 

A B S T R A C T  

The author provides an over- 
view of the many consequences 
that the arrival of electroacoustic 
music has produced on musical 
material and discusses the advan- 
tages of an interaction between 
manifest instrumental and "subja- 
cent" electroacoustic writlng. By 
writing, the author means the 
compositional processes them- 
selves. His discussion ranges 
from the use of particular har- 
monic techniques to the revolu- 
tionary role that time expansion 
~ l a v sin obtaininn a deeoer oer- 

sound phenomena. The author 
uses some of his works to exem- 
plify the compositional aspects 
discussed. 

Although instrumental music perhaps consti- 
tutes an irreversible genre of composition, nowadays many 
composers tend to view composition via electronic means as a 
powerful resource and a crucial aspect of their music. This is 
also the case in my own work. Since my first attempts at creat- 
ing electroacoustic music as a guest composer at the Studio fiir 
elektronische Musik at the Cologne Musikhochschule, where I 
worked from 1986 to 1990, my compositions have centered es- 
sentially on the interaction between instrumental writing and 
electronic resources. This was one of the reasons that in 1994 
I founded the Studio PANaroma de Musica Eletroacustica [I]  
at the State University of S5o Paulo (UNESP) in cooperation 
with the Santa Marcelina College (FASM), one of the most sig- 
nificant Brazilian centers for research and composition in elec- 
troacoustic music. Students who have access to the studio must 
have studied instrumental composition prior to their first ex- 
periences with electroacoustic means. 

My musical language, as exemplified in Parcours de 1Enfit i  
(Trajectory of the Entity) (Fig. I ) ,  cannot be understood or 
described without first discussing certain aspects of my con- 
ception of the general implications of electroacoustic music 
on musical thought [2]. 

THE STATUS OF MUSICAL, MATERIAL 
IN ELECTROACOUSTICMUSIC 
As is not the case in instrumental music, the composer of 
electroacoustic music is directly confronted with sound phe- 
nomena, without the mediation of a figural representation of 
sound, such as a written musical score. This fact gives rise to 
many substantial differences in the approaches to musical 
composition. 

Musical writing (notation) was born as a graphical represen- 
tation of verbal prosody, as can be observed by studying the 
early vocal music of the Middle Ages. As a consequence, it em- 
phasized the construction of a notation devoted to intervals 
and durations. Notation has historically allowed the composer 
to compartmentalize sound through graphic symbolism. The 
arrival of musical writing contributed incisively to the semiotic 
delimitation between verbal and musical languages, because it 
placed emphasis on aspects that verbal writing, its older sister, 
ignored. As we know, verbal writing centers around the sum- 
mary representation of vocalic timbre and was based on the 

primordial binary opposition be- 
tween vowels (sounds with deter- 

(noises). Such compartmentaliza- 
tion of musical notation was re- 
sponsible for a considerable 
amount of abstraction in the pres- 
ence of raw sound, which is in it- 
self a totality of aspects. The ar- 
ticulation of such sound parameters (basically, pitches and 
durations) has made possible the construction of what we can 
designate as musical composition proper: in fact, to compose sig-
nifies in essence the recomposition of sound parameters-dura- 
tions, pitches, intensities, timbres (which have been histori- 
cally compartmentalized by musical writing)-into an 
organic whole. 

Such elaborated articulation of elements in musical time is 
generally called musical material. The material is therefore 
posterior, or subsequent-derived from the musical writing 
itself-and essentially takes on, in instrumental music, a rela- 
tional character. This means that the essence of musical ma- 
terial in instrumental music: as originated by musical writing, 
reveals the interdependence between structural elements 
that constitute musical form. 

In electroacoustic music: on the contrary, musical material 
acquires a double function: on the one hand, it preserves and 
develops its relational character (although now indepen- 
dently of a notational process), in that it continues to elabo- 
rate the temporal discourse of musical form as a correlation 
of the elements with which it orders the time; on the other 
hand, musical material is introduced into the constitution of 
the sound spectra themselves. Therefore, electroacoustic 
music, unlike instrumental music, first constitutes its own 
sounds. Thus, the functions of musical material in electro- 
acoustic music are, in one sense, relational and, on the other 
hand, constitutive in character. While in written instrumental 
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Fig. 1 .  Page .io f  the score for Parcours de I'Enftti, a composition that exemplifies the author's musical language, 

music the material originates from the 
writing itself, in electroacoustic music 
the material precedes, in part, the pro- 
cess of composition in so far as the mate- 
rial involves the spectral constitution of 
the sound and is partially derived from 
the actual relational work of composi- 
tion in the studio. Thus, the material 
emerges partially from derivative pro- 
cesses (manipulations of sound in time, 
mixing, etc.) regarding form, which are, 
in any case, also essential to electroa- 
coustic compositional elaboration. Con- 
sidering that any and all electroacoustic 
elaboration passes inevitably through 
the procedures of synthesis, through 
those related to treatment (for instance, 
filtering, transposing, time stretching 
and time compression, shuffling and 
montage techniques) or-as has been 
the case of the great majority of works 
composed in studios-through both 
types of procedure, we can testify that 
the musical material is, in its constitutive 
character, subsequent to the synthesis 
and prior to the treatment. At any rate, 
musical material will always constitute 
the a priori condition of compositional 
elaboration. Such compositional elabo- 
ration in the studio-elaboration that 
renounces the decoding processes of 

traditional musical notation without re- 
nouncing the relational aspects of the 
musical material-I call latent or subja-
cent writing. 

LATENT WRITING IN 
ELECTROACOUSTIC MUSIC 
In the absence of notation or notational 
abstraction in the studio, the composer 
nevertheless is not free from composi- 
tional elaboration. Indeed, every quality 
composition, be it instrumental or  elec- 
troacoustic, shapes itself according to 
the escritural or writing-based elabora- 
tion of its structures. In electroacoustic 
music, the writing exists, thus, in a latent 
state. We are faced with a kind of subja-
cent writing that permeates speculative 
thought in the studio. 

In fact, such latent writing tends to re- 
gain, in the core of electroacoustic activ- 
ity and in its confrontation with raw and 
concrete sound, the abstraction that is 
typical of instrumental writing, as dem- 
onstrated by its long history. In this con- 
text, one of the most relevant aspects of 
electroacoustic composition is, as has 
been shown by Stockhausen [3], sound 
decomposition. Just as instrumental writ- 
ing implies the compartmentalization of 

sound parameters, this segmentation is 
regained in the electroacoustic studio, 
above all, through the procedures by 
which the sound is treated, through 
which the sound object-to employ the 
expression so beloved by Schaeffer 
[4]-unveils its many distinct facets. 

In the course of this process of de- 
composition/composition of sound in 
the studio, the composer acquires an 
even sharper perception of the internal 
life of sounds. The composer's aware- 
ness of the relationships of structural el- 
ements is accompanied by a perception 
whose end result is an effective and con- 
stitutive introspection into the sound 
spectra. This means that the perception 
concerned above all with formal rela- 
tionships is corroborated by a continual 
textural comprehension of the objects. 
At the core of the process of constitut- 
ing sound texture, the formal relation- 
ships will thus infiltrate as elements of 
the musical structure. In this way we ar- 
rive effectively at the essence of the spec- 
tra, having thus effectuated a substan- 
tially qualitative change (as compared to 
instrumental music). With this change, 
musical time itself is considered as a re- 
lational and constitutive aspect of the 
musical material. 
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FROM THE SOUNDOF TIME 
TO THE TIME OF SOUND 

I think that, in the course of the short 
history of electroacoustic music, we can 
perceive a gradual and symptomatic 
shifting of interest in sound perception 
regarding time. After experiments with 
cutting and montage of analog tapes, 
through which we perceive the promi- 
nence of the attack in the perceptual 
evaluation of sounds-experiments that 
culminated in Schaeffer's theoretical ex- 
position on temporal anamorphosis, in 
which he exposed the proportional rel- 
evance of the attack as compared to the 
duration of sound ( the  shorter the 
sound is, the greater the importance of 
its attack) [5]-there tended to be an in- 
creased consciousness of what Stock- 
hausen has called the "unity of musical 
time" [GI. Through Stockhausen's theory, 
composers gained knowledge of the fact 
that frequencies and rhythms are nothing 
more than differentiated degrees of the 
same process, concerning the organiza- 
tion of the duration of vibrations on the 
microstructural spectral level. Gradually, 
through an increased awareness of the at-
tack, a more clarified perception of the 
sustain of sound came about. 

I think that the electroacoustic expe- 
rience thus caused a real revolution in 
the heart of the musical conception of 
time and exposed a bipolarity from 
which no aesthetic attitude related to 
composition can escape: either one con- 
siders sound as a constitutive part of 
musical time and pays more attention to 
attacks and to metric/rhythmic organi- 
zation, or, on the contrary, one consid- 
ers sound as a textural phenomenon, 
and places emphasis on the perception 
of time as a constitutive element of the 
sound spectrum. The first posture will 
inevitably be associated with instrumen- 
tal writing, which does not allow a radi- 
cal compositional intervention into the 
constitution of the sounds themselves. 
The second will, in turn, constitute a 
typically electroacoustic stance, in which 
one enters into the internal temporal 
relationships of the spectrum. 

In this way, electroacoustic music liber- 
ates the composer from articulatory im- 
positions of a metric/rhythmic character, 
giving rise to an essentially textural orga-
nization of musical time. Sound that was 
of time gives way to the time of sound. 

In my work, such a reflection on time 
is responsible for constructions devoted 
to the interaction between instruments 
and electronics, even when I compose 

for percussion instruments-that is, for 
those instruments strongly related to 
rhythmic aspects. A Diale'tica da Praia 
(The Dialectic of the Beach) (1993), for 
70 percussion instruments (played by 
two musicians) and tape, reveals this 
preoccupation [7]. Although I use prac- 
tically all the kinds of percussion instru- 
ments there are in this piece, I have 
never made any concessions to rhythmic 
or metric configurations. Alluding to 
the statistically rich diversity of sound 
and the highly complex sound phenom- 
ena of the beach, the piece elaborates a 
trajectory in which a textural perception 
predominates, in spite of the rhythmic 
figures that could eventually be sug- 
gested by the instruments used. In fact, 
in this work, the notion of the sound 
grain, as exposed by Schaeffer in his ty-
pological study on spectra [8], is much 
more prominent than the simple appeal 
to metric structures. 

If we consider my work from the point of 
view of this textural perception of time as 
a constitutive element of sound, the 
time-stretching of spectra emerges as one 
of the most typical of my procedures. 

From this perspective, and in alli- 
ance with my preoccupation with the 
phonological expressiveness of the spo- 
ken word, I have elaborated what I call 
pronunciationform, the most definitive 
results of which have been reached 
since 1986 at the Cologne Studio. One 
of the most radical examples is Phan-
tom-Wortquelle; Words i n  Transgress 
(Phantom-Word-Source; Words in 
Transgress) (1986-1987), a purely elec- 
tronic piece based entirely on sounds 
derived from the human voice [9]. In 
PAN: Lacerarnento della Parola (Omaggio a 
Trotskij) (PAN: Laceration of the Word 
[Homage to Trotsky]) (1987-1988), a 
piece for tape alone (the first version of 
which was composed in 1985 for orches- 
tra and tape), the role of the pronuncia- 
tion-form is also crucial. This composi- 
tion marks my first attempt at deriving 
an entire musical form from the phono- 
logical structure of a given word, a pro- 
cess that I denominated subsequently as 
Aussprache-Form (Portuguese: forma-
pronuncia; English: pronunciation-form) 
while working in Cologne. In what si- 
multaneously becomes a formal, musical 
and verbal procedure, a given word 

'whose meaning seems to be relevant to 
the concept of the piece is radically ex- 
tended in time, in a concrete or imagi- 

nary way. Its phonological moments, as 
defined in structural phonology, are 
consequently lacerated, thus determin- 
ing essentially the succession of the 
sound textures that constitute the musi- 
cal form. In this process, both the pro- 
portions of durations and the sound 
characteristics of the phonemes in the 
usual pronunciation of the given word 
are considered in order to elaborate the 
musical form. For example, the occlu- 
sive phoneme /p/  (from the word PAN) 
does not lose its identity, in spite of its 
radical extension in time (in this case, 
the extension becomes resonance). In 
regard to the vowels, which are charac- 
terized above all by their first two 
formantic regions, I consider both for- 
mants and, observing their frequential 
position in the vocal spectrum, project 
these formantic regions as contrasting 
structures in chronological time. For this 
reason, when Henri Pousseur became fa- 
miliar with my procedure, he named it 
K1ang;far-bendauernproportionen (propor-
tions of durations of timbres) in analogy 
to the term Klangfarbenmelodie. In my 
music, in fact, time appears mainly as 
timbristic durations, or, in phenomeno- 
logical terms (as in Husserl), as exten- 
sions of the now (Ausdehnungen des Jetzt) 
[ lo ] .  Furthermore, time in my music 
does not have a metric character, and in 
this sense I should say that I am greatly 
influenced by Stockhausen. Contrary to 
Stockhausen's Moment-Form, however, the 
dramatic succession of the particular 
"moments" in the pronunciation-form 
assumes an essential role [ I l l .  

HARMONIC TECHNIQUES: 
CYCLIC MODULESAND 
PROPORTIONAL 
PROJECTIONS 
Considering that the musical material of 
my electroacoustic works is concerned 
equally with its constitutive side and its 
relational functions, and also consider- 
ing that the central point of my work 
consists, although not exclusively, of the 
interaction between instrumental writing 
and subjacent writing in the electroa- 
coustic context, I have developed, both 
in the electroacoustic and the instrumen- 
tal domain, certain harmonic techniques 
with which I have been composing since 
the mid-1980s. I call these techniques cy-
clic modules and proportional projections. Al-
though these constitute autonomous 
speculative methods of harmony (in its 
broadest sense), the conjunction of both 
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Fig. 2. The cyclic module that serves as  the ba!sic structure for . . . Ora . . .,A Dialitica da Praia and Parcours de Z'Entiti. 

techniques in the terrain of electroacous- 
tic music with instruments has led me to 
very satisfying results. 

Briefly, a cyclic module is a cyclic and 
expansive interval field derived from a 
frequential basic structure, which I des- 
ignate as a harmonic entity [12]. Consid-
ering any interval structure-synchronic 
(as a chord) or diachronic (melodic, se- 
quential)-as a harmonic field derived 
from a certain interval propagation 
(from lowest to highest tones, in the 
case of chordal entities as natural reso- 
nance phenomena; from the first to the 
last tone, in the case of diachronic enti- 
ties as chronological phenomena), one 
deduces that every entity is originally cir- 
cumscribed by the relationship between 
its extreme notes/frequencies and is in- 
ternally constituted by the discrimina- 
tion of the harmonic space consisting of 
the notes/frequencies that compose the 
internal space of this interval. 

I was interested in developing to the 
utmost the structuration of harmonic 
entities. For this purpose, I have pro- 
jected the proper interval structures of 
these entities above and beyond the en- 
tities' extreme limits. The result of each 
one of such projections is a limited 
number of transpositions of a given en- 
tity over itself, in which for each transpo- 
sition, the point of departure is always 
constituted by the respective last note 
(either as frequential highest note or as 
temporal final note, depending on the 
essential character of the basic entity). 

After a certain number of transposi- 
tions, one necessarily returns again to 
the original notes of the entity (regard- 
less of the octave in which these notes 
are placed). Such a process leads to a 
cyclic phenomenon and thus constitutes 
a module with recurrent notes in which 
the number of transpositions is deter- 
mined by the interval in the octave be- 
tween the extreme notes of the basic en- 
tity. As each note of a new transposition 
will serve doubly in the constitution of 
the module (as the last note of a trans- 
position is the same as the first note of 
the next transposition), the total num- 
ber of notes in the cyclic module will 
thus be determined by the following 

equation: the number of possible trans- 
positions multiplied by the number of 
notes of the entity, minus the number of 
possible transpositions. Although many 
entities can present the same character- 
istics, each one will be responsible exclu- 
sively for the constitution of its own 
module and no other. Each module will 
therefore be constituted basically from 
the internal structure of the harmonic 
agglomerate (entity) and will be typical 
of its own entity, but not of any other, 
constituting thus the specific harmonic 
field of its basic entity. The delimitation 
and the density of the modules are thus 
directly derived, respectively, from the 
interval between the extreme notes of 
the entity and from the entity's internal 
harmonic density. On one hand, the in- 
ternal interval connections (particularly 
the transitions between the transposi- 
tions), the recurrence of certain notes 
and the harmonic structures that are de- 
rived from the selective and periodic 
operations in the temporal evolution of 
the module presented uninterruptedly 
make the cyclic modules highly interest- 
ing structures as speculative organiza- 
tions of pitch. On the other hand, by 
means of expanding the original field of 
the basic harmonic entity, such modular 
structures curiously reveal, at times, cer- 
tain correlations (such as identical notes 
and intervals) between entities or har-
monic archetypes (that is, harmonic struc- 
tures that are present in distinct phases 
of history-including the history of our 
century-independently of the har- 
monic systems in which they appear) 
that could never have been foreseen by 
the composer before the constitution of 
the cyclic modules. The modules thus 
enhance the potency of the identities as 
well as the peculiarities that are in a la- 
tent state in the harmonic entities them- 
selves. It is as if we make a paraphrase of 
the Cartesian premise: the essence of an 
entity is revealed by its extension. 

Curiously, many cyclic modules com- 
plete the total chromatic tempered 
space at the moment of their last note 
before completing their own cycles, 
while others obtain the total chromati- 
cism exactly on the pivot-note from the 

last transposition of the entity. This last 
scenario is the case of the cyclic module 
that serves as the basic structure for . . . 
Ora . . . (1991-. . . ), a work in progress 
for orchestra, as well as for A Dialitica da 
Praia and Parcours de 1Entite' (1994) for 
amplified flutes, metal percussion and 
digital tape [13] (Fig. 2). 

Although the cyclic modules lend 
themselves to a careful and multiform 
elaboration of harmonic structures in 
the spatial terrain of the tempered sys- 
tem, they must nevertheless not be cir- 
cumscribed exclusively to instrumental 
music. I employ this technique-as 
structures of intervallic proportions in 
cyclic expansion-in the electroacoustic 
context also. For instance, in A Dialitica 
da Praia, the module served as the 
structuration of profiles made from pro- 
cessed, sampled percussive sounds. 

In addition to being interested in the 
possibilities offered by the modules, I 
was also interested in the construction 
of a method for intervallic manipulation 
that would permit me to transpose, on 
the level of the harmonic space or di- 
mension, the variations of perceptive di- 
mensions that are typical of the opera- 
tions that one  can make on the 
temporal scale and that are free from 
metric or rhythmic impositions-i.e, di-
lation and compression of durations. Di- 
lation and compression of durations 
would be converted, in this case, to ex- 
pansions and contractions of interval 
structures. If elaborated in both direc- 
tions, the new technique thus would dif- 
fer from that used to form the modules, 
because these modules are used exclu- 
sively and necessarily as an "enlarge- 
ment"-that is, as an expansion of the 
harmonic field of the original entity. 

I use the term proportional projection to 
refer to the projection of the intervals of 
a given harmonic tempered entity-an 
entity that occupies a certain range, ac- 
cording to a logarithmic subdivision of 
pitches-to differentiated extents, pre- 
serving, however, the same original in- 
terval proportions of the entity. If one 
considers that the tempered system sub- 
divides the harmonic space based on the 
ratio of 1.0594 for the minor second, 
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Fig. 3. Discrimination of degrees made by the main profile of the cyclic module in Parcours de I'Entiti. 

one can deduce that the expansion or 
contraction of the harmonic space will 
cause a non-tempered alteration of the 
internal subdivision of the new space, 
occupied by the projected entity. For the 
calculation of the projections, I again 
use the logarithmic law, except that the 
exponent of the root and the ratio for 
the interval between the first and the 
last note will be changed [14]. Indepen- 
dent of the direction to be taken by the 
projection (contraction or expansion), I 
will always consider two aspects of the 
basic entity: first, the number of subdivi- 
sions in semi-tones that fill the har- 
monic space between its lowest and its 
highest note; second, the evaluation of 
the discrimination between such subdi- 
visions or degrees, thus verifying which 
frequencies are utilized by the original 
entity in its original extent (Fig. 3).  

In Parcours de 1Entiti there is a good 
example of the combination of both 
harmonic techniques. The cyclic mod- 
ule derived from the basic entity-with 
its main profile as executed by the flutist 
(shown in Figs 2 and 3)-is submitted to 
four contractions via proportional pro- 
jections. Figure 4 reproduces the table 
of derived frequencies for such projec- 
tions, in which the bold-faced numbers 
in each harmonic space or extent (rep- 
resented as a column) show the dis- 
criminated frequencies, corresponding 
to the frequencies used in the main tem- 
pered profile (fifth column). 

After the conversion of the values into 
traditional musical notation, I obtain as 
a result a directional expansion of the 
main profile through five stages (Fig. 5). 
I employed the process of mixing both 
techniques in Parcours de IEntiti for the 
elaboration of instrumental writing for 
the flute, the use of which is concomi- 
tant with proportional projections for 
the spectral constitution of the synthe- 
sized sounds, which I made with the 
computer program Music V and which 
are present on the tape [15].This pro- 
cess of mixing both harmonic techniques 
also served for the expansion of se-
quenced profiles of FM-synthesized 
sounds in the last part of the tape in 
Profils ~car te le ' s  (Disrupted Profiles) 

(1988) for piano and quadraphonic tape, 
realized at the Cologne Studio [16]. 

THE FUTURE OF AN 
ILLUSION 
In my opinion, the great Hamletian di- 
lemma of existence and its antagonistic 
exclusion, according to which one 
places in opposition presumably mutu- 
ally exclusive poles in order to resolve 
specific problems, has been definitively 
overcome. Although such an antago- 
nism can survive in social conflicts, 
which are exposed to the conditions of 
subsistence and tend sometimes to re- 
solve their problems through exclusivist 
attitudes, directions in the aesthetic do- 
main point to a greater consciousness of 
the antinomy present in each communi- 
cational linguistic act, regardless of its 
specific semiotic code. 

Roman Jakobson explained in a mag- 
nificent manner the antinomy in the 
core of each sign, in the center of the 
relationships between the signifier and 
the signified, which is responsible for 
the dramatic condition inherent in each 
communicational act: 

The relationship between the sign and 
the signified object, and particularly be- 
tween the representation and the rep- 
resented, the identity of each, which is 
at  the same time the difference be- 
tween them,  constitutes one of the 
most dramatic antinomies of the sign. 
This antinomy is unavoidable, because 
without contradiction there is neither 
conceptual nor semiotic interplay, the 
relationship between concept and sign 
becomes automatic, the course of 
events becomes paralyzed, the con- 
sciousness of reality dissolves [17]. 

Thus the lemma of today can be sum- 
marized as the non-conciliatory coexist- 
ence of opponents, the constant doubt 
that permeates the semiotic dichotomy 
present in each act of communication, 
the illusion that is destroyed each mo- 
ment concerning a presumably undeni- 
able unity of the perceived thing, the 
richness of the perceptual diversifica- 
tion in the equivocal and propellant 
drama of the sign, which is present at 
the heart of each musical gesture as a 

sign of musical language-regardless of 
an eventual representational character 
and absolutely independent of an exter- 
nal referentiality that would transpose 
the music beyond its own bounds-and 
is found in musical structures them- 
selves. To be and not to be: that is the 
condition of our aesthetic actuality. 

Particularly where it concerns the rela- 
tionships between technological means 
and instrumental writing, electroacous- 
tic music reveals itself as a fertile field for 
the cultivation of such dichotomies. Op- 
posing the acoustic world to one dif- 
fused through loudspeakers-through 
live electronics, through the concomi- 
tant propagation in the acoustic space of 
pre-recorded musical structures, or even 
through computer-generated events that 
are opposed to those derived from in- 
strumental performance-electroacous-
tic music with instruments materializes 
as one of the most advantageous modali- 
ties of contemporary music. 

This is because electroacoustic music 
produces a dichotomy that is present at 
the core of both the manifest and subja- 
cent writing of musical composition, 
pointing in totally different directions. 
From a spatial point of view there is, on 
the one hand, the situation of an audi- 
ence responding to purely instrumental 
music; on the other hand, there is music 
as constituted by the solo diffusion of a 
non-accompanied tape. 

When listening to an instrument, one 
localizes immediately the sounds and 
their undoubted physical source. Space 
and its potentialities as elements of mu- 
sical structure are almost never properly 
considered by one who listens to the 
work. The structural question in compo- 
sition involving spatiality became gradu- 
ally more pressing in instrumental com- 
positions in the course of our century. 
Previously-with the exception of some 
rare examples in ancient musical his- 
tory-the confrontation of the listener 
with the live instrument almost never in- 
volved the spatial relationship between 
one who listens and one who plays: the 
first has always been practically neutral- 
ized by the presence of the second. 
From the vantage point of such a con- 
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In short. if the listener localizes the 
sounds of instrumental origin through-
automatic and almost unconscious de-
duction, it is the spatial dynamism itself 
of the electroacoustic sounds that will lo-
calize that individual listener in the space 
through which the work is diffused. 

The interaction between instrumental 
and electroacoustic means gives a dzago-
nu1dimension to the structural question 
around spatiality in music, in the sense 
that the space is not related exclusively 
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Fig. 4. Table of frequencies for the proportional projections of the main flute profile in 
Parcours de I'Entitd. The bold-facednumbers show the discriminated frequencies, correspond-
ing to the frequencies used in the main tempered profile (fifth column on right, above.) 

frontation, there is no discussion about 
the position that the listeningoccupies in 
the space itself. 

However, something very different 
transpires when one listens to sounds 
that are diffused through loudspeakers 
evenly placed around the audience. If, 
when listening to instrumental music, 
the listener localizes the sound and its 
physical source in an almost uncon-
scious way, the potentiality offered by 
electroacoustic music, in which sounds 
permeate the air through displace-

Menezus, To Be and Not To Be 

ments, rotations, crossed stereophonies 
or spatial multiphonies, drastically in-
verts the situation. The extremely mo-
bile sounds in space induce the listener 
to localize him- or herself in the space 
where the listening takes place. Con-
fronted with the strong mobility of elec-
troacoustic diffusion and surrounded by 
a whirlwind of sound, the listener local-
izes his or her merely pointillistic and 
even impotent presence in the face of 
the spatial/temporal dynamism of the 
electronically diffused sounds. 

sic-purely instrumental or constituted 
L , 


by electroacoustic diffusion alone-con-
serve their pertinence [18], the dialectic 
between instrumental writing and elec-
troacoustic structures makes possible 
the weaving of a transitional web be-
tween that which is localized through lis-
tening and that which localizes the lis--
tener through his or her hearing. In this 
way a kind of spatial continuum is estab-

lished that diagonally "cuts" the percep-
tual auditory space. 

Based on elaborated artifices of corre-
spondence and opposition, of fusion 
and contrast between instrumental writ-
ing and electroacoustic structures-arti-
fices that should be established by de-
tailed work on musical material in its 
double function (constitutive and rela-
tional), for which the harmonic tech-
niques explained here can be of great 
utility-such a diagonal dimension 
causes an emergence of interest in listen-
ing to mixed electronic and instrumen-
tal media, which cause one to respond to 
that which one hears by contrasting the 
question "to be or not to be" with the 
more medominant situation in contem-
porary listening: one substitutes the con-
junction orwith the conjunction and. 

Although I have written about an illu-
sion destroyed at each moment concern-
ing a presumably undeniable unity of 
the perceived thing, the certainty of the 
non-conciliatory coexistence between 
the thing and its representation is trans-
formed, in mixed electroacoustic music, 
into something else-into an advanta-
geous, constant and at the same time 
nebulous illusion. 

It is from this "auditory illusion" that, 
in part, my compositional poetics con-
cerning mixed electroacoustic works are 
nourished, such as in the case of Profils 
~cartele's,A Diale'tica da Praia, Parcours de 
1Entitd or the most recent of these, AT-
LAS (1996-1997), for oboes, membrane 
percussion, quadraphonic tape and live 
electronics. In light of such composi-
tions, the listener constantly wonders 
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about the nature of what he or she hears, CD label. The Studio PANaroma is the only one in 

questioning whether it comes from in- Brazil to take part in the Forum-IRCAM. In October 
1996, Pierre Boulez visited the studio. 

struments in performance or from pre- 
recorded, projected sound; whether I 2. In addition to the writing cited in this text, see the 

following theoretical works of mine on electroacous- 
have dynamized the instrumental writing tic music: Lt~riano Bprio et la Phonologie-C'ne Approche 
spatially, harmonically, temporally and 	 Jakobsoni~nn~de son Opuvre (Frankfurt am Main/Ber- 

timbristically or if instead the listener is 	 lin/New York/Paris/Vienna: Peter Lang Verlag, 
Publications Universitaires EuropCennes, Serie 

faced with purely electroacoustic struc- 	 XXXVI, Musicologie, Vol. 89, 1993); "Un Essai sur la 

tures that were pre-elaborated in the stu- 	 Composition Verbale Electronique Vzsage de 
Luciano Berio," Qundpmz di Mustca/Realtlt No. 30* 

dio and either derived from the instru- 	 (Modena: Mucchi Editore, 1993); "Do Som do 
ments themselves or from other sources 	 Tempo ao Tempo do Som," Proce~dings of the IZ 

that are timbristically related to them. 	 SBC&M-Second Brarilznn Symposzum on Computer 
~Cluszc,Fifteenth Congress of the Brazilian Computer 

The illusion, constantly transformed Society, Canela-RS, pp. 228-231 (1995); "A 
into doubt, induces the certainty that Espacialidade na Musica Eletroacustica," ARTEunesp 

what is can also not be. And it is the fu- 11 (Sio Paulo: Editora da Unesp, 1995) pp. 53-61; 
~Mlisica Elatroaczistzca-Hzstbn'a e Estiricas (Siio Paulo: 

ture of such an illusion that, I believe, 	 Edusp, 1996); and "Atualidade EstCtica da Musica 

will dictate in the years to come the 	 Eletroacustica" (post-doctoral work presented at the 

routes of the new poetics of electroa- 	
State University of Sio Paula-UNESP, in 1997). 

coustic music. 	 3. Karlheinz Stockhausen, Tpxtp zt~rMuszk 1970-1977, 

Vol. 4 (Cologne: Verlag M. DuMont Schauberg, 

1978) pp. 369-376. 
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