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Electronique? Think The Unthinkable
Music For The Digital Horizon Is A Multiverse Of Creati-
ve Ildeas And New Potentialities. Toward A Metamusic

By Francesco Maria Paradiso

ABSTRACT

What is the distinction between music
produced with electronic technologies and
electronic

music? Between electronic music and
electronic sound, and what is the best
reception of this kind of music? Music for the
digital horizonis an expanding heterogeneous
multiverse. It precedes the conscious
appearance of a Metamusic - the fusion of
functions and

perceptions. Electronic music and
Composition for new technologies transform
musical thought and technique. Musical
research becomes an attitude of “listening”
towards sound. The new author is a
“Foniurgo” (“sound engineer”) - a flexible

and eclectic mindset. The performer acts
interconnected with analog-digital systems for
live performances.

Keywords: music; metamusic; orizzonte
digitale;multiverse; listening.

1. MUSIC AND THE DIGITAL HORIZON.
AN EXPANDING MULTIVERSE.

Music for the digital horizon is an expanding
“multiverse.”

It is a vast archipelago of functionalities and
transformations, united under the common
denominator of electronic technology. It is the
step preceding the conscious emergence of
a “beyond” in music. A fusion of functions and
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perceptions—a Metamusic.

Music shaped by new technologies reveals

a horizon where vastly different aesthetics
arise. These are poetics that entail both social
and individual choices—especially in the
present—regarding the function and role of
music itself. This plays out among the poles of
entertainment music, world music, art music,
and beyond the very essence of music as we
know it.

To these general distinctions—always present
in the eurocentric panorama of music—must
now be added the technological differences.
The artist (speaking primarily of music and
the visual/plastic arts) increasingly relies

on technological tools, which evolve at

an extraordinary pace. They follow the
evolutionary rhythm dictated by technological
and scientific research.

The system of science—“Western
philosophical thought transformed into
scientific thought, capable of encompassing
within itself the very power of modern science
in its inextricable unity with technology”'—
continually proposes new theoretical and
practical scenarios.

Industry, in turn, transforms the outcomes of
techno-scientific research—that contemporary,
rational, and specialized knowledge,
inherently directed toward practice and
utility—into hardware and software products in
constant flux.
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Electronic music, as a result, becomes a
heterogeneous multiverse. This is also
reflected in properly musical differences: the
strategies and techniques of composition and
performance tied to various compositional or
interpretive “schools,” often greatly varied in
aesthetic approach.

Music for the digital horizon is a multiverse of
transformations, ultimately described through
the various functionalities or applications—
and the terminology—that have characterized
electronic music throughout its short history:
musique concrete, elektronische Musik,
sonoristics, musical phonology, electroacoustic
music, electronic music, experimental music,
computer music, live electronics, sound and
music computing, and so on.

2. ELECTRONIC MUSIC AND ELECTRONIC
SOUND.
SCOPE AND DISTINCTIONS

Electronic music and “Composition for New
Technologies”? transform both musical
thinking and technique. This was clear from
the very beginning, in 1948 in Paris. The works
of the French composer Pierre Schaeffer,
particularly his first compositions from 1948,
are indicative of a new mindset, one that

is flexible and eclectic, no longer tied to
melody, harmony, and rhythm, but to “musical
objects”®.Examples include Etude pathétique
ou aux casseroles, Etude aux chemins de

fer, Prosopopée, Erotica, Apostrophe (from
Symphonie pour un homme seul, 1950) by
Pierre Schaeffer and Pierre Henry.

Electronic music was born within the realm
of experimental music and specialized

music, rather than in the domains of musical
combinatorics and serial avant-garde
movements. It undermines traditional musical
genres. The artistic product is no longer
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“chamber music,” “symphonic,” or anything
else. The power of the medium reaches
the limits of all parameters, expanding
their conceptions and possibilities. One
prime example is Space. It becomes a
mobile parameter with variable geometry:
stereophonic, quadriphonic, hexaphonic,
multichannel, surround sound, and so on.

Later, with the emergence of computer
music—a field that seems to have been
generated by two distinct disciplines:
computer science, a science suitable for
addressing logical problems, and music, an
art focused on solving aesthetic questions—
some “worlds” within electronics distinguish
themselves through research at the limits.

Electronic music, and by extension
“Composition for New Technologies,” “is
conceived,” writes Alvise Vidolin, “to create
new forms and musical expressions through
the use of new technological means; forms
and expressions that were neither achievable
nor even conceivable with traditional musical

tools™®”.

G
|

Consequently, within the heterogeneous
multiverse of the digital horizon, it is necessary
to distinguish between electronic music

and electronic sound. Between the artistic
product and the audio signals produced
through technologies that can be traced back
to electronics or other means. Furthermore,
music produced with electronic technologies
cannot be automatically classified as
electronic music.

For example, musical products stemming from
the technological version of the one-man
band—often found in piano bars—or karaoke,
which is a non-trivial technological adaptation
of the “music minus one” concept, cannot be
considered electronic music. Similarly, it is
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necessary to distinguish between electronic
music and the musical products of pop music
(pop music) or genres at the boundary of so-
called “electronic music,” which develops into
hundreds of trends: ambient, digital hardcore,
downtempo, electroclash, electropop, ethno-
electronic, glitch, goa trance, indietronica,
industrial, jungle, neofolk, new rave, new
romantic, noise, psy-trance... and so on®.

3. LISTENING CAPACITY. RESEARCH,
TECHNOLOGY, AND NEW MUSIC

Listening makes hearing personal. It translates
the auditory experience into emotions and
information. It transforms the sonic flow of the
environment into perceptual events in order to
know them, recognize them, map them, grasp
their relationships, extract their meanings, and
so on.

The foundation of communication between
ourselves and the world is a shared “action
of listening.” The “capacity for listening”

is naturally the foundation of any musical
practice. Alongside the sensitivities of
traditional music, the practice of electronic
music educates the listener and develops
attention to sound, timbre qualities, and
space-time. These parameters have assumed
a leading role and a new vision of analysis
within the field of electronic music.

Between the capacity for listening and
technology, musical research today is
understood as an attitude of “listening”

to sound. Learning to listen to the various
qualities of sound is the entry point into

the heterogeneous multiverse and the
transformation of music within the digital
horizon. The young composer perceives the
suggestions of an “attentive listening,” storing
them in acoustic memory, in musical-sonic
memory, and eliminating, as far as possible,
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the suffocating clutter of effect machines,

in search of the “marvelous,” and any form

of craft for its own sake. The hallmark of the
new composer is eclecticism. Everything can
become sound or contribute to its waveforms.
The musical strategy is always open, directed
towards the “various and possible” worlds
and sounds. Concluding the form, therefore,
becomes truly problematic.

“With space having become mobile,” writes
composer Giuseppe Giuliano®, “time becomes
so as well. All parameters are affected

by spatial dimensions and tend to open
towards infinity. The Promethean conception
of research is not a singular prerogative

but becomes collective consciousness,
experienced by each individual.”

The composer is a “foniurgist” but not

only that. A personality far from romantic,
somewhat decadent visions. A composer

no longer guaranteed by an exclusive

art that will preserve them in the future.
Consequently, a polyhedral creativity takes its
place: a multiform reality in which everyone
participates to varying degrees and without
conformism, within a multiplicity of attitudes
and expressions that characterize the creative
present of the present.

With the rise of microcomputing, technology
too undergoes radical changes. From

the first half of the 20th century, the
technological conception has been in
constant transformation. The conception,
from the outset, of technology as the “World
of Instrumentality”—as the invention of new
instruments (electronic lutherie), new writing
techniques, unconventional performance
techniques, new methods of composition,
etc.—becomes the “Living Environment.”
The artist and the human being “inhabit
technology.”
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The shift from technology as the “world of
instrumentality” to “environment,” between
1948 and 1958, has its “practical-theoretical
anticipations” in the fascination with
impossibilities (the charme des impossibilités)
of Olivier Messiaen’s “Technique of My Musical
Language’” (1944) and Edgard Varése’s
Poeme électronique® (1958).

In the second half of the 20th century,
“inhabiting technology” also means “wearing
technology.” The compositional work within
the grand electronic music studio, surrounded
by machines, systems, and various types of
supports that are now indispensable, becomes
the “garment” or “prosthesis” to wear.

The body is clothed with extensions, with
equipment—microphones, sensors, actuators,
and so on—in order to greatly expand the
fields of operational possibilities and new
performances within the realm of interactive
computer music performance, and in favor of
the new figure of the integrated instrumental
performer, interconnected with analog or

18-19

digital systems for “live” performances.

In the changing and expanding multiverse of
music for the digital horizon, both composer
and performer recover creative dimensions
that had long been dormant, atrophied by a
routine that is often self-serving. This is far
removed from ideas and sonic dimensions
aimed at new artistic realizations—whether
cross-media, intermedia, multidimensional,
or metamusic—that depart from tradition.
Live listening, in the context of public
dissemination, is the best reception for this
kind of expression. The treatment of sound,
in all its meticulous details, can only be
highlighted by an appropriate dissemination
apparatus, taking into account the new
dimension of space.

Francesco Maria Paradiso

(Conservatorio di musica Luca Marenzio,
Brescia)
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