
Erosphere i s  my name fbr t h a t  membrane o f  nerves 
which surrounds our  wor ld  w i t h  i t s  network o f ,  
waves modulat ing i n t o  an i n f i n i t e  number o f  
frequencies; t h a t  c loud  o f  i n f r a -  and 
supersensible heat r a d i a t i n g  from megab i l l i ons  o f  
b i o l o g i c a l  sources; t h a t  r i n g  where thg  fo rce  o f  
t h i s  cosmos o f  des i r e  c i r cu l a tes .  

We l i v e  w i t h i n  the erosphere and des i r e  i s  our 
dest iny.  

Audible v i b r a t i o n s  are p a r t  o f  the continuum o f  
t h a t  general  v i b r a t i o n a l  s t a t e  ranging from the  
very low frequency p u l s a t i o n  - f o r  example the  
c y c l e  o f  a  human l i f e  - t o  the  extremery h o t  and 
excess ive ly  dangerous rays of cosmic space. 

The geometr ical  laws which surge together  l i k e  
waves on a  wind-tossed sea - i n  t he  v i b r a t i o n a l  
f i e l d ,  the laws o f  the  octaves, the gen i s i s  o f  
the harmonics, t o n a l i t i e s ,  phases - a l l  have an 
in tense ex is tence i n  the  narrow t r a v e l i n g  band o f  
f requencies our ear discerns. 

To express the  gene ra l i t y  o f  these laws, t o  make 
them f e l t  musica l ly ,  i s  the  dream - o r  the  d e l i -  
r ium - 'which mob i l i zed  me i n  EROSPHERE-. 
Simply t o  make i t  f e l t .  

For example,' by v i o l e n t l y  con t rac t i ng  o r  expan- 
d i ng  masses o f  sound events ( p l ay i ng  back 
acoust ic  images a t  speeded-up o r  slowed-down 
ra tes )  ; 

' d i s t o r t i n g  groups . o f  f requencies on the  com- 
pu te r  by p l ay i ng  them through comb' f i l t e r s  
cons i s t i ng  o f  hundreds o f  f i n e  teeth;  

making acous t i c  imp r i n t s  o f  bodies on surfaces 
(comparable t o  Max E rns t ' s  f ro t tages  o r  some o f  
Yves K l e i n ' s  p ic tu res ) ;  

producing reverberat ions which synthes ize 
v i r t u a l  spaces. 

. . l e t  us explore the erosphere a  l i t t l e  fur ther . .  

Side 2 

Eros bleu BLUE EROS 1980 3150 

Flames pushing up t h e i r  t ransparent  surfaces. 
P l a s t i c i t y  o f  t h e i r  curves. 
F l u i d ,  gas, sonid plasma. 
Harmonic wate rspr i te  skin. 
Fami l ia r  character  o f  t h e i r  blaze. Where does i t  
come from? 
From the f a c t  t h a t  the generat ing body i s  the  
voice, speech a r t i c u l a t i n g  i t s  co lored congeries. 
A l l  t h a t  remains i s  the dynamic movement o f  the 
verba l  f l u x .  Nonetheless a  t r a i n e d  ear  w i l l  d i s -  
cern the f o l l ow ing  drawn. ou t  words by computer: ... c i e l  ... c i e l  f i n  ... c i e l  t r b s  doux ... 
b r u i t  de t e r r e  ... tremblement f i n  .., t e r r e  
douce ... f i n  douce ... toup ie  ... t e r r e  ... f i n  ... c i e l  ... 

La fin du bruit ENDNOISE 1978-79 26' 

Synopsis ... t o  map ou t  the  "seven t e r r i t o r i e s "  

1. 0 ' 00  e l e c t r i c i t y  5. 10'23 sky 
2. 1 '50  t r a f f i c  6. 19'03 styrene song 
3. 4 '45 crowd 7. 21'45 sphere 
4. 9 '30 storm 8. 26' b lue eros. 

29'50 end 

F i n i s t h r e ,  l and ' s  end, i s  t he  name ancient  t r a -  
ve le rs  gave t o  t h i s  gradual cav ing- in  o f  the con- 
t i n e n t ,  t h i s  d i s l o c a t i o n  engulfed i n  fog, beyond 
which, they sensed obscurely, there s t re tched  an 
endless sea... 
My t i t l e  designates the l i m i t  o f  sound - the  end 
o f  s o l i d  mat ter  and the  foamy f r i n g e  where i t  
dissolves i n t o  s i lence.  
Seven " t e r r i t o r i e s "  a re  t raversed i n  a  sweeping 
arc. They are in te rspersed  w i t h  e l e c t r i c  "skies". 
Sounds o f  the ea r t h  and o f  men: c o n f l i c t s ,  t r a f -  
f i c  1 4 .  Clouds o f  pulsed matter,  showers o f  
b r i t t l e  r e f l e c t i o n s  ( 5 ) .  Textures and song, 
pa the t i c  f r i c t i o n  (6 ) .  G i ra t ion ,  ascension (7) .  
Th is  descr ibes the symbolic s i de  o f  t h i s  composi- 
t i on ,  a  s i de  t o  which I at tach  a  great  deal  o f  
importance. 
The musical  s i de  c a l l s  f o r  some comments. For the 
technique deployed here r a m i f i e s  i n t o  a  va r i e t y  
o f  dynamic species, i n t o  work based on con t ras ts  
between l i n e s  and masses, i n t o  temperatures and 
v e l o c i t i e s .  
The generat ive impe,tus (as against  the music 's 
development) i s  g iven by something t h a t  per ta ins  
t o  categor ies I have a l ready t r i e d  t o  es tab l i sh  
i n  my cyc les  l i k e  llEXPERIENCE ACOUSTIQUE and SON 
VITESSE-LUMIERE. These works are the r e s u l t  o f  
the spec ia l  t reatment o f  the ma te r i a l s  and the 
psychoacoustic reac t ions  they produce. 
Thus the f i e l d  o f  metamorphoses o f  audib le  energy 
i s  based on a.vocabulary o f  t rans fo rmat iona l  ope- 
r a t i ons ,  which c o n s t i t u t e s  the t h e o r e t i c a l  
foundat ion o f  a  general  music beyond a l l  sound 
and noise categories. 
The end o f  noise, as suggested by the word end , 
has a  double meaning: ( 1 )  as l i m i t ,  f r o n t i e r ,  
r e s t i n g  po in t ,  death; ( 2 )  as i n t en t i on ,  p ro j ec t ,  
progress, p r i n c i p l e .  Endnoise i s  the  f r i n g e  o f  
s i lence,  the s i l h o u e t t e  o f  the audible, the 
extreme l i m i t ,  the goal. Just  as i t  i s  the 
substance ( t h e  unconsciousness) o f  form, the r o o t  
o f  procreat ion,  o f  gradual  un fo l d i ng  - growth! - 
from the beginning o f  t ime. ... from r a i n  t o  the  w e l l  sp r i ng  ... 
Through music, opposites a re  reconci led. I might 
have c a l l e d  t h i s  : "Endless noiset'. 

Side 2 

Eros noir .BLACK EROS 1900 2'45 

I associate. the n o t i o n  o f  temperature w i t h  the 
harrnonic c l imate  produced by a  cldud. Tempera- 
ture, i n  t h i s  sense, i s  the general  case announ- 
ced by the terms temperedand temperament i n  
t r a d i t i o n a l  music. 
I stumble across t h i s  idea  i n  Claude LBvi-Strauss 
'I.. . f i s h ,  l i k e  so inany aesthetes, d i s t i n g u i s h  
between l i g h t  and dark perfumes, and bees 



c l a s s i f y  i n t e n s i t i e s  o f  l i g h t  i n  terms o f  weight  - p e r c e i v i n g  da rkness  a s  heavy and b r i g h t n e s s  a s  
bouyant - ..." e t c ,  
S t r a n g e  a s  t h e y  sound, t h e s e  specula l f ions  s u i t  my 
purpose.  They g e n e r a l i z e  f a m i l i a r  e x p e r i e n c e s  o f  
q u a l i t y  and s i t u a t e  them al'ong e continuum. 
Di s t ance .  Speed. Pyesaure .  D p ~ s i t ' y ,  Temperature.  
Color.  I n t e n s i t y .  I a t t a c h  p o r e  i p p o r t a n c e  t o  
t h e s e  q u a l i t a t i v e  c a t e g o r i e s  t h a n  t o  t h e  quan- 
t i f i a b l e  c a t e g o r i e a  o f  f requency and d u r a t i o n .  
The t i t l e  "Toy t o p  ( t o u p i e )  i n  t h e  skyn is  a re- 
miniscence  o f  . . . t h e  B e a t l e a '  "Lucy i n  t h e  sky",  

Toupie dans le ciel 
TOY TOP I N  THE SKY 1979 22'30 

A bundle  o f  l i n e s  b e n t  by t h e  f o r c e  o f  t h e  very  
r a p i d  r o t a t i o n s  a r e  d e r i v e d  from t h e  sounds  made 
by a n  a n t i q u e  t o y  t o p  -its breezy  s i r e n ' s  whis- 
per .  Var ious  f i g u r e s  o f  t h i s  t y p e  emerge d u r i n g  
t h i s  p i ece .  

A wave o s c i l l a t e s  ove r  two descending minor 
t h i r d s .  Th i s  low-pi tched o s c i l l a t i o n ,  always un- 
changing b u t  a t  t h e  same time always  v a r y i n g ,  r e -  
v o l v e s  amid a m u l t i t u d e  o f  h igh -p i t ched  d e s i g n s  
i n  s h e e t s  o f  i n c r e a s i n g  d e n s i t y  and m o b i l i t y .  

The monotonous u n i t y  o f  t h i s  movement is  
o rgan ized  i n t o  a s u i t e  whose 27 parts connec t  
impercep t ib ly  i n  v a r i a t i o n s  o f  speed ,  dep th ,  
a c c e l e r a t i o n  and o r c h e s t r a t i o n .  S k i e s  d o t t e d  wi th  
l i t t l e  comets punc tua te  t h e  sound t e x t u r e  a t  
i n t e r v a l s .  

I n  t h e  middle ,  a  slow s l i d i n g  motion p i c k s  up 
d i s t a n t  harmonics from t h e  b a s i c  chord .  Towards 
t h e  end t h i s  s l i d i n g  d i s s o l v e s  i n  f lames .  

Return  t o  Black Eros .  Chromatic s c r o l l s . .  

... no i se . . .  Sheaves.  S i l v e r  ashes . . .  

tlreak-down of the 27 variations : 

top siren, theme a, theme b 
large top 
1st fairly rapid exposition 
sweeping, crescendo 
transposition and 
inversion 
sweeping, decrescendo 
agitated repetition against a 
sweeping, crescendo 
decrescendo in space 
counter-melody 
(top theme) insert 1 
crescendo repetition 
space 
ratata 10.01 
counter-melody 
rapid high, slow low 
(large nonharmonic top) 2 
very melodic and nimble 
rele-ased 
slow, two voices 
(top theme) 3 
slow repetition, for three voice: 
(top theme) 4 
repetition and anticipation 
transposition, see n03 - a 
very melodic and vibrational 3 
higher, sweeping base L - 
transposition to the 3rd 
(large top) 5 

0 
C 

eros 
release i' 
and octave ending c 
theme a, theme b see beqinninq - 

e 
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Acousmatic production or Composition, Procedure and creation 

1 The ear  is one ' s  guide. One s e l e c t s  t he  ou t l i ne  of a  contour,  the 
imprint of i n  energy, from the mater ial  -sound- the e s s e r ~ t i a l l y  ephemeral 
s to ry  o f  the i r r egu l a r  o s c i l l a t i o n s  of matter caught more o r  l e s s  by 
su rp r i s e ,  d i s turbed ,  caressed o r  agressed. 

2 Thus the instrument i s  no longer a  sound objec t  o r  scene, but a  
f a i t h fu l  o r  deforniable e lec t roacous t ic  mold of t h e i r  for111 o r  image. 

The s ens i t i ve  Lear~~inal po in ts  of the body ( t h e  e a r ,  the f i nge r s )  come 
i n  contact -they en te r  i n t o  conversation- with various s e n s i t i v e  po in ts  
along tht? energy c i r c u i t  : keys, cursors ,  bu t tons ,  tuning and/or untuning 
devices on the e l e c t r i c  acous t ic  converter .  
The hur~ian hand on the d i a l s ,  e t c ,  i s  pa r t  of the machine. lhe  system i s  
open. 
I t  i s  the hand-machine hybrid t ha t  a c t s  (becomes a c t i v e ,  a r t i c u l a t e s ) .  

4 Ttw ptlysio-psycl~ological l e v e l s  of awareness po r l i c ipa l e  i n  making 
thc decis ions,  the s k i l l f u l  or  fever i sh  choices of the hand-machine : 
pleasure,  nervousness, emotion, capr ic iousness ,  cont ro l led  or  
uncontrolled madness (ac t ion  - aud i t i on ) .  
But a l so :  reasoning, organizing,  e f f i c i ency ,  the elegant  and f r u i t f u l  
so lu t ion  (operat ion-audi t ion) .  

5 Gestures can be d i r ec t ed ,  or  even replaced, by t h e i r  ou t l i ne  o r  by an 
equivalent nurnber-suite ( a  l i n e  cons i s t s  of po in t s  which a r e  c lose  
together .  Each point represents  a  value t h a t  can be t r ans l a t ed  into, a  
number. The s e r i e s  of values represen ts  the analogy of the g e s t u r e ' s  
t r a j e c t o r y ) .  The computer c a l cu l a t e s  them and a s s i s t s  i n  forming sounds. 
Or, i f  one wishes, i n  c r ea t i ng  sounds from pa r t i cu l a r  models. 

6 Owing t o  the  high degree of precis ion a t t a ined  by these operat ions,  
an extremely l a rge  nurnber of which can be s tored  (and made u l t r a r ap id  by 
the processers ) ,  new evolutionary proper t ies  of the mater ia l s  can be made 
t o  emerge. 
Meta~eorphoses. We a r e  rnoving towards a music t h a t  is increasingly v i r t u a l  
with respect t o  physical causes and increasingly c lose  t o  imaginary 
rnodel s . 
7 But a t  the same time we a r e  able  t o  approach c lo se r  t o  the  s ec r e t  
p roper t ies  of the ca r .  Even i n  infancy our l i s t e n i n g  apparatus revea ls  a s  
yet unknown ap t i t udes ,  and these can be developed considerably.Dormant 
f acu l t i e s  of feecing,  apprehending, divining and dreaming a r e  waiting t o  
be released.  The deep laws of the  world from which we came for th  have t o  
be fathomed ! 

t 
We learn  t o  read, wr i te  and count. We must l e a rn  t o  hear and see a s  wel l ,  
t o  l i s t e n  and understand. In order  t o  r e a l i z e  our "second nature",  the 
facul ty t o  grasp s i g n s  ins tead  of t h i n g s .  

- - 
Acousmatic: from the  Greek akousma: auditory perception 
inur definitions by r ran;ois Bdyle: 

I )  PYTHACORAS, 6th century BC, created an ingeni0~S listening s~lustion b) plar~ng hlmsr]i 
behind a curtain; there, in the dark and in total silence, he would sptai lo hls d~s:iples, thus 
ennabling them to develop their faculties\ of concentration. Acousmatlc 1s tt~e word he usps to 
designate both t.he situation and the disciples themselves. 

A philosopher, mathematician and musician, Pythagoras left no writings. 
?) In our times, with the development of radio broadcasting in the 50's and the birth of "nojsr 

music" (with its main methodological Vestures first outlined by P-Schaeffer), the poet and writer 
Je:me Peignot once stated on a radio program: "hat words do we have to aesignate the distance 
separating sounds from their source? ... Acousmatic noise is used in the dictionary to designate e 
sound one hears without being able to determine what has produced it. Well, there you have the 
definition of the sound object, that building block of Concrete music, the most general music there 
is, the music 

" ... whose head is heaven's neighbor 
and whose feet rest in the kingdom of the dead ... ". 

("Husique enide". a Croupe dr musique concrete program, 1955). 



Acousmatic project ion or  Performance, Interact ions 

1 Using t h e  work-model (p repa red  on one o r  more magnet ic  s u p p o r t s )  a s  a  
b a s i s ,  a  r k i n f o r c e d  image i s  p r o j e c t e d ,  blown-up t o  t h e  dimensions o f  a  
c o l l e c t i v e  l i s t e n i n g  space .  Th i s  p u b l i c  a c t  r e q u i r e s :  
. so~neone t o  be i n  cha rge  . sollieone t o  o b j c x t i f y  a  work t h a t  up u n t i l  now h a s  been developed t o  t h e  
limits of s u b j e c t i v i t y  . sonieone t o  c f i s t r i b u t e  an a c t i v i t y  among a  p r o f e s s i o n a l  teani i n  cha rge  
of the  equipment 
, sorrieone t o  s a t i s f y  tile a c o u s t i c  r equ i r emen t s  
. so~neont: t o  e n a b l e  a  ~ i ~ u s i c a l  concept  t o  emerge from t h e s e  c r i t e r i a .  

2 In t h e  f i n a l  s t a g e s  of composing i n  t h e  s t u d i o ,  a  mixing/dosing of 
ttiu el.ernents was o b t a i n e d  on a  l i m i t e d  number o f  channe l s .  With t h e  
i n s t a l l a t i o n  o f  t he  equipment and t h e  a c t u a l  r e h e a r s a l s  t h e  e l emen t s  a r e  
d i s t r i b u t e d  ove r  two, fou r  o r  e i g h t  modula t ion  channe l s  which a r e  i n  t u r n  
d i s t r i b u t e d  ove r  e i g h t ,  s i x t e e n ,  twenty ,  t h i r t y  o r  more p r o j e c t i o n  
t r a c k s .  

3 The sound-p ro jec to r s  (more o r  l e s s  s p e c i a l i z e d  loudspeake r s )  a r e  
p laced acco rd ing  t o  t h e i r  c h a r a c t e r  - , b a s s ,  l a r g e ,  medium, c l e a r ,  s h a r p ,  
ove r sha rp  - t h e i r  o u t p u t ,  t h e i r  c a l i b e r  and t h e i r  d i r e c t i o n  - converging,  
d i v e r g i n g ,  d i r e c t ,  r e f l e c t e d ,  i n d i r e c t . . .  

4 Break-do~n  o f  t h e  p r o j e c t i o n  space  ( s t a g e ,  p e r i p h e r y ,  c e i l i n g ,  
audience  a r e a s )  : . a  coup le  o f  s p e a k e r s  a r e  p l aced  i n  each "screen"  a r e a  t o  p rov ide  a  
phase c e n t e r .  Care shou ld  be t aken  t o  ba l ance  t h e  c e n t e r s  i n  r e l a t i o n  t o  
t h e  d i f f e r e n t  l i s t e n i n g  a r e a s .  . t he  phase s c r e e n s  a r e  d i s t r i b u t e d  ove r  a t  l e a s t  t h r e e  l e v e l s  o f  depth:  
c l o s e ,  middle and d i s t a n t .  . t he  sound-p ro jec to r s  a r e  a r r anged  by s i z e :  very  l a r g e ,  medium and very  
s m a l l .  . t h e  s t e r e o p h o n i c  c o u p l e s  a r e  p a i r e d  on t h e  c o n t r o l  pane l  i n  a  
convenient  r i g h t - l e f t  a r rangement ,  keeping i n  mind t h a t  t h i s  w i l l  c o n t r o l  
t he  a c o u s t i c  mixing o f  t h e  phase s c r e e n s  and t h e  p r o j e c t o r  l e v e l s .  

5 Break-down o f  t h e  work: 
During t h e  p r e p a r a t i o n  o f  t h e  sequences  f o r  t h e  a c o u s t i c  and musica l  
performance ( i d e n t i f y i n g  and numbering them),  e s t a b l i s h  t h e  d u r a t i o n  o f  
t h e  pas sages  t h a t  a r e  t o  be  executed  f r e e l y  and l o c a t e  t h e  f i x e d  
p o s i t i o n s  de termined by t h e  o v e r a l l  s t r u c t u r e  o f  t h e  work. 
Using your memory, a  timer and t h e  s c o r e ,  work o u t  t h e  e x a c t  sequence o f  
t h e  g e s t u r e s . .  . 

Once t h e  i n s t a l l a t i o n  has  been checked,  an acousmat ic  composi t ion  ob- 
v i o u s l y  r e q u i r e s  a s  many p a r t i a l  and g e n e r a l  r e h e a r s a l s  a s  an  o r c h e s t r a l  
work. 

Acousmatic: 

3 )  In h i s  Trai t6  des Objets  Nusicaux (196 t ) ,  Pierre  S ~ l > i = ~ l c r  asSZTlites the  term a rousna t i r  
with "reduced audi t lonu:  " . . . t h e  tape-recorder  has the  Sam! f:7?tlon ar  P !  llraqor2s' c u r t i r ~ n :  11 
c r e a t e s  new phenomena t o  observe, but mainly i t  c r eg te s  rtrs c0na:l:onl o f  ob$err.atlon ...". 

(1) More r ecen t ly ' - i n  1974- r r a n c o l s  Bayle e v l o y e d  the  t e r r  t o  designate a type o r  music "Lhat 
is "filmed", developed i n  t h e  s t u d l o  and p ro j ec t ed  i n  a t hea t r e  l i k e  a movie". He proposed uslng i t  
i n s t ead  of t h e  cumbersome end ungainly word "e l ec t rwcous t i c " ,  rendered obsole te  by t h e  appearance 
of e l ec t roacous t i c  s t age  i n s t r u n s n t s  (on& h r t e n o t ,  r l e c t r l c  g u i t a r ,  synthesizers ,  
microprocessors...). 

"For him t i e .  F-Bayle), t h e  terms ecousmatic music and ecousrr;?tic Concert a r e  more s u l t e d  Lo the  
a e s t h e t i c s  and the  l i s t e n i n g  and product ion condi t ions  of t h i s  i n r l s i b l e  music...". 

tlichel Chion 
Larousse de l a  tlusique - 1982 ed i t i on  











- 2
. 
d
i
 

w
.a

 m
 

C
S

1
 

+
 m

 
l

m
3

 
m

 
O

 
a

 r
t
 

2
. 

m
 

3
c

n
w

 
c

t
v

,
 
t
 

m
 -
I
.
 
w

 
1

3
3

 
-O

 
CD

\ 
+

 
1
 m

 
m

l v
, 
- 

c
t
u

 
m

 
m

 
v
, 

u
 

0
0

3
 

'
C

 A
. 

O
 

0
3

c
t
 

c
t 

m
 

t
m

v
,

 
1

2
~

 
g 

m
m

0
 

o
 
3
 

g
 5

 3
. 

O
U

I
)

 
c

r
t
r

 
+

 m
\ 

m
 

m
m

v
,

 
. 

m
.

 
Y

 11.
 

A
 

-
u
 
-
s
u
 

m
-

3
c

n
w

s
 

o
c

 -
0

-
 

U
 

+
A

.
O

 
- 

-
0

 
v

,u
l 

a
. 

w
v

,
 

&
.O

 
2

.m
 

V
) 

m
 

v
, 

2
. 
s
,u

 
m

 
-
'.

O
3

 
v
, 

1
3

 
a

r
t
 

3
0

 m
 

a
z
s
 
P
 

m
 

-
-

w
 

v
, 

-r
. 
-
1

 
2
 
2
 
2
. 

-
v

,
 

3
 

(D
r 
s
 
c
t 

9
, 

m
i 

O
 
1
 1

a
 11

. 
O

 
2

.
0

 
m

 
r

3
s

u
 2.

 
*
-
h

<
 

m
 O

 
m

 -
2
 

.
-

5
1

m
,

 3
 

2
2

%
 
4
 

1
 
- 

O
C

 a
w

 
O

W
 4
.
1

 

3
m

m
z

 
3

0
 3
 

m
o

 
v
, 

3
 
3
 
a
9
, 

c
t
l
 m

3
 

5
 

3
-

 1
 

'c
 

O
 
r
t
o

 
v
, 

-
m

m
3

 
2
.
 
m

 3
 

m
 

I
)
 
v
,
u
a
 v

, 
r
 
r
t
o

 s
 

m
 

1 
1

m
r

t
 

0
 

w
r 

w
 2
 
2
. 

a;
.~

 +
 

'I
 

v
, 

2
.m

 
3

 C
r: 

m
l

c
n

w
v

,
 

S
m

 
c
t 

cn
 

P
3

u
 

2
. 
- m

i (
O

\ 

2
"
 2

.g
 g

 
+
u
u
lc

t
-
3
 

-
7

 
3
 
2

.
1

 

s
 

m
a

 m
 

w
v

,
3

s
v

,
 

r
 o
 *

_
m

u
 

r
 

O
 

u
 m

 v
, 

-
3

 
w

 
o

w
a

 
:2

5
m

 
l 

w
a

 
3
 

u
l 
2
-
 4

%
 rD
 

m
I

m
I

*
 



Ce t i t r e  ( à  "effet  Max Ernst") avoue une tendance certaine de ma part  à provoquer par sur- 
prise 1 'expérience sensit ive.  J u s t i f i e r  1 'ordre grammatical ou 1 'organisation de sons trop 
l ibres ,  qu'aucun système ne saurai t  tout à f a i t  contraindre, reste  à f a i r e .  
Cette note e s t  a lors  u t i l e  pour indiquer que l 'oeuvre se  donne comme une succession de 
"climats", "de paysages", de " t rans i t s" .  

S'enchaînent des températures harmoniques, des espaces clos ,  des mouvements sourds, u n  mo- 
ment d'affolement, des bril lances,  des reprises graves qui restent en suspend ... 
Peut-être que l ' essent ie l  à dire  avec ce t t e  espècedemusique que nous appelons acousmatique 
réve i l le  (r6vCle) nos rcactions aux matières familières. 

Les propriétés souterraines de l 'écoute  bousculent doucement les  idées. 

de terre 





Pour l e  compositeur une seu le  v é r i t é  - e t  t o u j o u r s  l e  
"grand exe rc i ceu -  sera d 'apprendre à écouter ,  c ' e s t -  
à - d i r e  à surprendre l e s  cheminements i n s t i n c t i f s  q u i  
mènent du pu r  "sonore" au pu r  "musica l " .  C ' e s t  dans 
l e s  mouvements spontanés e t  d i r i g é s  de son i n t e n -  
t i o n  d 'écoute,  en appro fond issan t  c e t t e  f a c u l t é  d ' y  
v o i r  à 1  'avance des formes ou d ' y  t r o u v e r  des repères 
d ' o r g a n i s a t i o n ,  q u ' i l  va e f f e c t u e r  ses cho i x  i n t u i -  
t i f s  e t  consc ien ts ,  déterminer  son a c t i v i t é .  

De c e t t e  a c t i v i t é  r é s u l t e  ce q u ' i l  e s t  convenu d 'ap-  
pe l  e r  mus i que. 

Quel 1 e musique ? 

Par exemple l a  musique acousmatique, c e l l e  q u i  , p a r  
d é f i n i t i o n ,  cache l e s  gestes q u i  l ' o n t  p r o d u i t e .  Pa- 
radoxalement c ' e s t  dans c e t t e  musique que l e  geste 
e s t  l e  p l us  présent .  Non pas t e l l e m e n t  comme cause 
immédiate e t  v i s i b l e  de l a  p roduc t i on  des sons, mais 
comme énoncé d 'une forme purement sonore. La musique 
acousmatique c o n s t r u i t  un domaine de s i g n i f i c a t i o n  
dans c e t t e  d i s p o s i t i o n .  

ESPACES INHABITABLES Photo: Peter M O O R E  
Choregraphie Miml G A R R A R D  
New-York 1969 

Franço is  BAYLE . 1932 . Tamatave . Madagascar 

Oeuvres p r i  n c i  pa l  es 

l" ESPACES INHABITABLES d 1967-68 E s p a c e s  i n h a b i t a b l e s  
J e ï t a  o u  Y u r m u r e  d e s  e a u x  

(Ph i  1  i p s  Prospec t i ve )  

1969-72 L 1  E x p é r i e n c e  a c o u s t i q u e  
T r o i s - r ê v e s - d ' o i s e a u x  

photo: Charles SINCLAIR D i v i n e  Coméd ie ,  L e  P u r g a t o i r e  
Choregraphie Vittorio B lAGl  
Lyon 1972 1972-74 V i b r a t i o n s  composées  

G r a n d e  P o l y p h o n i e  
(INA c o l l e c t i o n  G R M) 

1976-77 Camera o s c u r a  
C r i s t a l  , pour o r ches t re  e t  sons p r o j e t é s  

(Radi O France) 
1977-78 T r e m b l e m e n t  d e  t e r r e  t r è s  d o u x  

Camera l u c i d a  - 

Ces t i t r e s  - parmi une c inquanta ine  de c e t  au teu r  - 
appar t iennent  au ca ta logue  de 1' INA 3 G R M .  




