LIETUVOS MUZIKOS IR TEATRO AKADEMIJA
LITHUANIAN ACADEMY OF MUSIC AND THEATRE

@\)Z]KOJ/

3 &

Lapgw®

£TUY,

AN O
2

Oyvad

Jonas Jurkainas

APIE AKUSMATISKUMA.
NEREGIMO GARSO APRAISKOS XX-XXI A.
MUZIKOS KOMPONAVIMO KONTEKSTUOSE

ON ACOUSMATISM. MANIFESTATIONS
OF THE INVISIBLE SOUND IN THE CONTEXTS OF
20TH- AND 21ST-CENTURY MUSICAL COMPOSITION

Meno doktoranttiros projekto tiriamosios dalies santrauka
Summary of the artistic research paper

Muzika / Music (W300)

Vilnius, 2017



LIETUVOS MUZIKOS IR TEATRO AKADEMIJA

Jonas Jurkainas

APIE AKUSMATISKUMA.
NEREGIMO GARSO APRAISKOS XX-XXI A.
MUZIKOS KOMPONAVIMO KONTEKSTUOSE

Meno doktorantaros projekto tiriamosios dalies santrauka

Muzika (W300)

Vilnius, 2017



Meno doktorantiiros projekto tiriamoji dalis rengta 2012-2016 m. Lietuvos muzikos
ir teatro akademijoje.

Tiriamojo darbo vadovas:

prof. dr. Rytis Ambrazevicius (2012-2015, Lietuvos muzikos ir teatro akademija, hu-
manitariniai mokslai, menotyra 03H, muzikologija H320)

doc. dr. Martin$ Vilums (2015-2016, Lietuvos muzikos ir teatro akademija, humani-
tariniai mokslai, menotyra 03H, muzikologija H320)

Meno doktorantiiros projekto tiriamoji dalis ginama Lietuvos muzikos ir teatro
akademijos Muzikos krypties taryboje.

Taryba tiriamajam darbui ginti:

Pirmininkas:
prof. Vaclovas Augustinas (Lietuvos muzikos ir teatro akademija, muzika W300,
kompozicija)

Nariai:

prof. dr. Kerri Kotta (Estijos muzikos ir teatro akademija, humanitariniai mokslai,
menotyra 03H, muzikologija H320)

prof. Rytis Mazulis (Lietuvos muzikos ir teatro akademija, muzika W300, kompozicija)
prof. dr. Rata Staneviciaté-Kelmickiené (Lietuvos muzikos ir teatro akademija, hu-
manitariniai mokslai, menotyra 03H, muzikologija H320)

prof. Mindaugas Urbaitis (Lietuvos muzikos ir teatro akademija, muzika W300,
kompozicija)

Recenzentas:
prof. dr. Antanas Kucinskas (Lietuvos muzikos ir teatro akademija, humanitariniai
mokslai, menotyra 03H, muzikologija H320)

Meno doktorantiros projekto tiriamoji dalis bus ginama vieSame Lietuvos muzikos ir
teatro akademijos Muzikos krypties tarybos posédyje, kuris jvyks 2017 m. birZelio 14 d.
10.00 val. Lietuvos muzikos ir teatro akademijos Juozo Karoso saléje.

Adresas: Gedimino pr. 42, LT-01110, Vilnius, Lietuva.

Tel. (+370-5) 261 26 91, faks. (+370-5) 212 69 82.

Tiriamojo darbo santrauka i$siuntinéta 2017 m. geguzés 12 d.
Meno doktoranttiros projekto tiriamaja dalj galima perziaréti Lietuvos muzikos ir teatro
akademijos bibliotekoje.

JVADAS

Darbo pagrindimas. Neregimo garso fenomenas, ypa¢ jo esminé savybé -
akusmatiskumas, zvelgiant i$ $iy dieny perspektyvos, nusipelno papildomo
démesio. Akusmatiskumas — ne vien istoring verte turinti savoka. Siuolaikinés
muzikos kompozitoriaus akimis, tai garso ir vaizdo tarpusavio santykis ir jo at-
spindZiai konceptualioje kiirybinéje plotméje. Zvelgiant pro priezasties-pasek-
meés dichotomijos prizme, tai garso $altinio ir jo priezasties sasajos pertrikiy
muzikoje, su klausymo ir girdéjimo sagvokomis karybinéje muzikos plotméje.
Siame santykyje ryskéja trecias veikiantysis narys - tikéjimo ir Zinojimo savo-
ky pora. Karybiniame lauke garso ir vaizdo sagvokos jgauna platesne prasme,
praplésdamos ir akusmatiskumo apibrézimo ribas.

Garso prigimtis muzikoje visuomet turéjo ir turi nemaza jtaka ne tik muzi-
kos estetiniam suvokimui, bet ir autoriaus kirybinei nuostatai, jo asmeniniam
santykiui su skambesiu. Siuo atveju garso jrasymo, generavimo ir stiprinimo
technologijos sudareé visas salygas, kad baty mechaniskai nutrauktas priezastinis
rysys tarp instrumento ir garso. [sivyravusi kompiuterinémis technologijomis
generuojamo skambesio era neabejotinai turéjo jtakos visuomenés kiarybinéms
ir estetinéms gairéms.

Pastaraisiais deSimtmeciais daugeliui autoriy tapo pladiai prieinama ne-
maza dalis naujausiy ir novatoriskiausiy garso technologijy, kuriy pédsakus
nesudétinga pastebéti jvairiose §iuolaikinés muzikos meno srityse. Tiek aktyvi,
tiek pasyvi technologinio progreso jtaka juntama visose trijose pagrindinése
muzikos egzistavimo teritorijose: komponavimo, atlikimo ir tyrimo. Pa-
trauklios galimybés valdyti milziniskus garso medziagos ir kitos muzikinés
informacijos kiekius gerokai paspartino elektroni$kumo paradigmos plétote
muzikos komponavimo procesuose. Kita vertus, XXI amziaus beatodairisko
technologinio progreso akivaizdoje atsiranda stimulas sustoti ir apmastyti kai
kuriuos primirstus ar gal net niekada neuzduotus klausimus, kuriuos maskuoja
elektronis$kumo paradigmos plétra. Elektroniskumo paradigma, kaip $iuolai-
kinémis technologijomis grista muzikinio mastymo visuma, suvokiama kaip
priespriesa akustiskumo paradigmai, atspindinciai konvencinius ir tradicinius
muzikos komponavimo, atlikimo ir tyrimo metodus.

Siekiant maksimalaus teorinio ir praktinio skaidrumo, meno projekto teori-
nés dalies apréptis sgmoningai susiaurinta iki XX-XXI a. muzikos kompozicijos
lauko, taip pat su juo susijusiy atlikimo, kirybiniy ir ideologiniy hipoteziy,
analizés bei eksperimenty, nevengiant istoriniy ir ideologiniy i$taky paieskos
uz apibréztos chronologinés teritorijos.

Tiriamojo darbo objektas — akusmatiskumo kategorija XX-XXI a. muzikoje,
jos apraiskos tarpdisciplininiuose kontekstuose bei su jomis susije kompona-
vimo aspektai.



Aktualumas. Naujy muzikiniy kryp¢iy ir naujo poziario formavimuisi,
ypac akustinés ir elektroninés paradigmos sankirtoje, reikia naujo sistemisko
pozitrio j muzikos karybos problematika pro akusmatiskumo prizme. Akus-
matiSkumas, kaip ir visas neregimo garso laukas, yra palyginti nedaug tyrinétas
objektas. Lietuviskos terminijos situacija apsunkina salyginai nedidelé teoriniy
ir karybiniy darby apimtis Siuolaikinés muzikos gyvy ir elektroniniy garsy
mastysenos sankirtos zonoje.

Darbo naujumas. Persidengianciose akusti$kumo ir elektroniskumo pa-
radigmy teritorijose egzistuoja estetiskai, stilistiSkai, karybiskai ir moksliskai
atraktyvios bei netyrinétos tendencijos, skatinancios $io tiriamojo darbo
atsiradima. Neregimo garso problematika ¢ia gvildenama ne tik ir ne tiek i§
estetinés ar kultiirinés perspektyvos, kiek Zvelgiant pro naujai konceptualizuota
muzikos komponavimo prizme.

Sio tiriamojo darbo tikslas - akusmatiskumo sgvokos sukonkretinimas,
kontekstinés plotmés atidengimas, kertiniy akusmatiniy-kompoziciniy aspekty
apibrézimas. Sie tikslai nurodo esminius tyrimo uzdavinius: atrasti ir jvar-
dyti kertines akusmatiskumo prielaidas, salygojancias karybiskai rezultatyvy
akustiniy ir elektroniniy paradigmy kontakta, i$analizuoti ir susisteminti akus-
matiSkumo apraiSkas Siuolaikinéje eksperimentinéje muzikoje, pagrindziant
muzikos pavyzdziais, i$gryninti asmenine $io darbo autoriaus, kaip karéjo,
pozicija akusmatiskumo klausimu. Papildomi uzdaviniai, kylantys i$ pasirinkto
tyrimy lauko aktualijy, yra $ie:

o Pagrjsti akusmatiskumo sgvokos legitimumag muzikoje muzikiniais, is-

toriniais bei tarpdisciplininiais $altiniais.

« Epistemologiskai apibrézti akusmati$kumo karybinius muzikinius

aspektus.

o Ivardyti ir tipologizuoti elementus, sudaranc¢ius akusmatiskumo

sgvoka.

o Ivardyti esminius akusmatiskumo kompozicinius principus.

« Sudaryti glaustg naujai sukurty, i$versty ar verstiny terminy, jeinanciy

tyrimy lauka, sarasa.

Taikomi tyrimo metodai: empirinis, lyginamasis, istoriografinis metodai,
sisteming, klausomoji ir spektriné analizé.

Darbe naudojami literatiiros Saltiniai:

1) muzikiné literatara apie akustinio ir elektroninio garso karybine ir

estetine problematikg XX-XXI a.;

2) literatara apie karéjus arba karéjy tekstai;

3) $iuolaikinés medijy kultaros literatara ir moksliné nemuzikiné literatira,

analizuojanti neregimo garso problematika;

4) moksliné nemuzikiné literatira istorijos, filosofijos, religijos, psicholo-

gijos, estetikos, fizikos, psichoakustikos temomis.

Pirmajai grupei priskiriamos knygos bei tekstai apie naujgsias garso teorines
jzvalgas ir praktikas (Abbate 1996; Altman 1985, 1992; Bajarkevicius 2007;
Bick 2013; Chabade 1997; Cope 2001; Demers 2010; Higgins 2013; Hirst 2008;
Lacasse 2000; Landy 2007; Meyer 1963; Miranda 2007; Nattiez 1990; Read 1969;
Roads 1996, 2004; Russolo 2005; Shaeffer 1966; Windsor 1995; Tarasti 2002).

Antrajai grupei priklauso knygos apie kompozitorius arba pac¢iy kompo-
zitoriy teoriniai tekstai (Cage 1961, 1991; Kim-Kohen 2009; Maconie 2005;
Messiaen 1994; Nyman 1974; Smalley 1992, 2007; Stockhausen 1959, 1972/1962;
Wishart 1995, 1996).

Literatara apie neregimo garso fenomeng (Dolar 2006; Kane 2014), kino
teorijg, vizualigjg ir garso kultaras (Barkowiak (sud.) 2010; Chion 1994, 1999,
2009; Donnely 2014; McKim 2002; Pisters 2003; Redner 2011; Smith 2004;
Sterne 2003).

Ketvirtaja grupe sudaro knygos ir straipsniai nemuzikine tematika: istorija,
filosofija, antika (Baudrillard 2002; Bregman 1994; Bukert 1972; Donald 2008;
Freud 2011 (1919); Gadamer 1999; Greimas 1989, 2005; Hermann 2004; Hof-
stadter 1979; Iamblichus 1818; Jentch 1906; Lacan 1991; Lehman 2010; Luchte
2009; Malone 2009; McKirahan 2010; Mori 1970; O’Meara 1989; Pleizier 2010;
Riskin 2004; Sliogeris 2011; Tinwell/Grimshaw 2009; Zhmud 1992).

Darbo struktiira: jvadas, penkios pagrindinés dalys, i§vados, Zodynas ir
literataros sarasas. Pirmoje dalyje epistemologiskai apibréziamos vartojamos
teorinés savokos. Antroje dalyje iSry$kinamas darbo temos kontekstas ir kilmé.
Trecioje gvildenami esminiai tarpdalykiniai akusmatiskumo rysiai. Ketvirtoje
dalyje pateikiami teoriniai akusmati$kumo koncepcijos kontiirai. Penktoje
dalyje i temos problematikg pazvelgiama i§ autoriaus asmeninés karybinés
pozicijos. Tyrimo teksto tékme periodiskai pertraukia nemokslinio pobudzio
tekstinés kapsuleés, atliepiancios iracionalig ir nestruktiruojama karybinés
potencijos puse.

1. EPISTEMOLOGINIAI APSISPRENDIMAI

1.1. Garso regimybé

Nagrinéjant garso matomumo ir nematomumo klausima, sulig kiekvienu
Zingsniu i$nyra vis naujos probleminés paraiskos, formuojancios ir jkraunan-
¢ios akusmatiSkumo diskursg kaip visi$kai teiséta tyrimy lauka. Kol kas $io
lauko miglotumas trukdo skaidriai ir aiskiai formuluoti sudétingus muzikos
filosofijos sprendinius, todél skatina dar karta sugrjzti prie elementariy ir pa-
¢iy paprasciausiy garso apraiskos aplinkybiy bei perzvelgti istorinius faktus,
dalyvaujancius diskurse. Tai turéty padéti atrasti badus, kaip struktariskai
sutvirtinti ir apsaugoti akusmati$kumo diskursg nuo prieslaikinio kolapso.



Tuomet sékmeés atveju galima bty suformuluoti pirminius akusmatiskumo
detekcijos instrumentus, tikétina, padésiancius tolesniuose tiek komponavimo,
tiek analizés procesuose. Pirmoji epistemologiné provokatyvi prielaida — garsas
turi kiing. Pripazindami garso kaniskuma, juslines jo savybes, priimame ir
savita garsine transcendencija, kurios buvimas papildo ir i$laiko tvary garso
kaniskumo fenomeng.

1.2. Dvi muzikos

Siame, sakytume, akusmatinés revoliucijos kontekste galima jzvelgti dvi pagrin-
dines garso plétotés kryptis, dvi poietiniy procesy tendencijas — elektroninés ir
akustinés prigimties muzikg. Redukuotai vertinant garso regimybés samprata
(atsieta nuo misriy pavidaly bei estetiniy ir Zanriniy priklausomybiy), paste-
bimi fundamentalas skirtumai: akustinéje muzikoje dominuoja regimo garso
koncepcija, elektroninéje — prieSingai. Atitinkamai prieiname i$vada, kad
$ie du muzikiniai kontinentai — akustinis ir elektroninis — néra skirtingi tik
J.-J. Nattiez estezinio lygmens aspektais. Be abejonés, jie turi i$skirtiniy savybiy
ir neutraliame lygmenyje. Ir $tai ¢ia atsiranda vietos hipotezei, kad poietiniame
lygmenyje taip pat galime jzvelgti du skirtingus muzikinés minties formavimo
ir komponavimo pradus, sietinus su regimo ir neregimo garso takoskyra, atsira-
dusia jsivyravus garso atkiirimo technologijoms. Zvelgdami dar placiau, turime
sutikti, kad garso regimybés aspektui egzistuojant visuose totalaus muzikos
fakto lygmenyse, galime kalbéti apie dviejy skirtingy paradigmy egzistavima:
jos lemia muzikos komponavimag, uzra§yma ir suvokima.

1.3. Dvi paradigmos

Garso regimybés aspektu padalytos muzikinés teritorijos Zymi dvi atskiras
ir sunkiai tarpusavyje kontaktuojancias akustiSkumo ir elektroniskumo
paradigmas.

Elektroniskumo paradigmos plétros atskaitos taskas — Edisono eros
(1878) pradzia. Sis teiginys veda prie antros i§vados: muzika iki Edisono eros
priskiriama akusti$kumo paradigmai. Trecia i$vada dar labiau provokaciné:
akustiSkumo paradigmos muzikos pagrindas - garsas, elektroniskumo
paradigmos muzikos pagrindas - vaizdas. Pagrindiné aksioma: akustiné ir
elektroniné paradigmos tarpusavyje yra nesuderinamos. Sis provokacinis sa-
kinys i$laisvina nuo neretai kylancio azarto praturtinti nematoma garsg vaizdu.
I§ kitos pusés, $i aksioma kviecia klausytojus diskutuoti, o autorius — bandyti
ja paneigti inovaciniais budais. Zvelgiant konceptualiau, $i paradigmy jtampa
atrakina platesnio pobudzio diskursa — naujai nusviestus gyvo ir mechaninio,
zmogaus ir masinos, tolydaus ir dalaus aspektus. Jvardykime hipotetine abiejy
paradigmy sankirtos teritorija zona X. Sioje zonoje paradigmy jtaky $okis yra
labiausiai pastebimas.

2. KONTEKSTAS: TARP ZODZIO IR TRIUKSMO

Kalbant apie elektroni$kumo paradigmg ir akusmatiskuma kaip jos esminj
elementg, batina papildomai paryskinti $io tyrimo lauko kontekstines ribas.
Sioje dalyje nubréziamos tyrimo lauko ribos, aptariamos neregimo garso
sgvokos formavimosi iStakos, pateikiamos prielaidos, pagrindziancios toles-
nius akusmati$kumo tyrimus. Pirmiausia selektyviai apzvelgiamas istorinis
kontekstas nuo antikos iki $iy dieny. Pradedama nuo zvilgsnio j pitagorietiska
mokyma, toliau kalbama apie kriks¢ioniskos tradicijos akusmatinius aspektus,
atspindincius absoliuc¢ios transcendencijos idéja. Chronologine arka uzbaigia
tekstas apie XX a. pradzios naujojo skambesio paieskas.

2.1. Pitagoras

PitagorietiSkas akusmatiSkumas yra sietinas su graikisku zodziu, rei$kianciu
girdéjima. Tai koreliuoja su $io judéjimo tikéjimu, sektantizmu ir ritualais. Sio
mokymo plétros elementai pateikia ryskiy pavyzdziy, kaip klausymo praktika
gali jgyti placius koncepcinius sparnus ir lemti tam tikros visuomenés dalies
raida. Tai tarytum tam tikras kuriantis klausymas, sudarantis prielaidas ateities
kartoms kaskart naujai permastyti girdimajj pasaulj. Akusmatikoi - pitagorieciy
segmentas, kuris klausydavosi mokytojo istarmés jo nematydamas, uz skraistés.
Buty galima teigti, kad du aspektai - a) pitagorie¢iy akusmatiskumo aspektas
kaip istoriné situacija ir b) muzikos akusmatiskumo aspektas kaip savybé — yra
sietini ne tik dél identisko termino pavartojimo. Tikétina, abu akusmatiskumo
aspektai signifikuoja tg patj sakymo ir girdéjimo fenomeng. Pirmuoju atveju tai
suteikia papildoma istorinj ir socioreliginj fong, o antrasis atvejis dar tiriamas,
taciau ryskéja tikétina kompleksiné i§ skirtingy mokslo sri¢iy kylanciy aspekty
koegzistencija po muzikinio akusmatiskumo konceptu.

2.2. Akusmatiskasis Dievo Zodis

Sioje dalyje glaustai apzvelgiami girdéjimo ir neregimo garso aspektai krikscio-
nigkoje tradicijoje, taciau tik ta apimtimi, kiek tai padeda visapusiskiau nusviesti
neregimo garso fenomeng istoriniu aspektu. Akusmatinis klausymo aktas yra
vienas i3 religinés patirties pagrindy - jsiklausyti j Dievo Zodj, juo tikéti, ji
suprasti ir sekti juo — tai bemaz esminis tikéjimo $altinis. Biblijoje aptinkamag
akusmatinj klausymo aktg (akusmatiskuma) savo ruoztu galima i$skaidyti j du
tipus — imanentinj ir transcendentinj.

Transcendentinis akusmatiskumas - tai tiesioginé Dievo komunikacija su
subjektu (,,Dievas tareé...“). Tiesioginis Dievo kalbéjimas zmogui ir pasauliui
nusviecia $iapusinio ir anapusinio pasaulio ribg ir kartu maksimaliai priartina
$ig ribg prie subjekto. Imanentinis akusmatiskumas - tai klausymo / girdéjimo



patirtys, tiesiogiai nesietinos su Dievo komunikacija su subjektu. Kitaip tariant,
tai Auksciausiojo komunikacija per tarpininkus ar jy grandines.

Jei antikinis pitagorietiskas akusmatiskumas jsivaizduojamas pirmiausia
kaip mechaniné atskirtis per skraiste ar fiziné dviejy kulto sekéjy grupiy atskir-
tis, tai krik§¢ionybé akusmatiskuma iki $iy dieny mums nesa kaip daugiamatj
tikéjimo ir (su)Zinojimo elementa, bréziantj aisky vektoriy j transcendentine
pasaulio suvokimo puse. Pastaroji, tikétina, padés apibrézti giliausig karybine
akusmatiskumo dimensijg $io tiriamojo darbo teoriniuose apmatuose.

2.3. XX a. avangardo smaigaliy triukSmas

XX a. i$ryskéjo dvi naujojo muzikos pasaulio tektoninés plokstés — garso atsie-
jimo nuo bet kokiy pries tai buvusiy konotacijy ir garso jkanijimo, muzikiniy
elementy sudaiktinimo. Bene daugiausia jtakos tolesniam muzikos vystymuisi
turéjo ir ryskiausiai { muzikos istorija jéjo Sie koncentruoti manifestiniai
egzemplioriai:

1. Luigi Russolo manifestas ,,Triuk§my menas® (Larte dei rumori, 1913),
sudarantis tvirta pagrinda ir bemaz jteisinantis musique concréte
doktring.

2. Edgardo Varéseo ,Garso islaisvinimas® (1936) - mintys apie naujaji,
kanonams ir tradicijoms nepavaldy skambes;.

3. ,Muzikos ateitis: CREDO® - , manifestiskas“ Johno Cageo tekstas, jun-
giantis L. Russolo ir E. Vareseo mintis apie triuk§ma bei bréziantis naujas
perspektyvas muzikos raidai pokario laikotarpiu.

2.4. Pokaris. Du vektoriai
Pokario Europoje, Japonijoje ir JAV susidaré palanki technologiné terpé nau-
jiems karybiniams akademinés muzikos eksperimentams. Vokietijoje jsitvirtino
terminas Elektronische Musik, pirmiausia akcentuojantis sinteting muzikos
prigimtj. Panasiu laikotarpiu (1948 m.) Prancuzijoje susiformavo musique
concréte — muzika, kurioje figtiruoja mikrofonu jradyti aplinkos (gyvi, konkre-
tis) garsai. Pastebimas dvejopas muzikinés minties plétros vektorius:
o kaupiantysis vektorius - naujojo, dalaus, diskretaus, kompiuterinio garso
sintezé; kompiuteris-atlikéjas (vokiska tradicija);
o sklaidantysis vektorius - esamojo, tolydaus, nataralaus garso dekonstruk-
cija (substrakcija); atlikéjo nebuvimas (prancaziska tradicija).
Atsiranda pagristy jtarimy, kad sklaidantysis ir kaupiantysis vektoriai,
kaip du ryskiai pastebimi elektroniskumo paradigmos veikiantieji elementai,
galéty buti gretinami su senovés graiky ir krik$¢ionybés filosofijoje minima
transcendencija. Kitaip tariant, su imanencijos ir transcendencijos idéja, su
Zmogaus butimi ir bitimi-anapus-Zmogaus.
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3. TARPDALYKINIU PABIRYU KALEIDOSKOPAS

Sioje dalyje pateikiamos trys (gretimy ir labiau iSoriniy) skirtingy discipliny
sritys, daugiausia sietinos su akusmatiskumu, - tai akusmatinés muzikos teo-
rijos problematika, postschaeferiska M. Chiono garso kine teorija ir nejaukos
sgvokos i$gryninimas akusmatiskumo $viesoje pasitelkiant Masahiro Mori
robotikos ir antropomorfizmo prielaidas.

3.1. Analizés labirintai
Akusmatiskumo savybé perima keleta akusmatinés muzikos Zanro turimy
atributy, taciau juos abstrahuoja ir pakelia vir§ Zanro teritorijos. Per kompo-
navimo aspekty prizme apibendrintu, konceptualizuotu ir kompleksiniu budu
$i savybé néra placiai tiriama, ypac poietinio lygmens aspektu. Daugeliu atvejy
apsiribojama tik Zanriniais, metodologiniais ar inventorizaciniais tekstais.
Garso regimybés konceptualizuota jtakos sfera galbtt atrodyty pernelyg maza.
Kita vertus, ganétinai daznai skirtinguose $iuolaikinés muzikos kontekstuose
fiksuojamas akusmatiskumo aspektas skatina ieskoti budy, kaip placiau atra-
kinti kairybines ir struktarines akusmatiskumo fenomeno potencijas.
Akusmatinés muzikos neutralaus lygmens asketika daugiausia klausimy kelia
analizés atveju. Ir jei sutariama, kad pastaroji yra elektroniskumo paradigmos
sudedamoji dalis, tai neutralaus lygmens ir pédsako klausimag galima visiskai
teisétai perkelti visai elektroniskumo paradigmos darbotvarkei. Apskritai garso
elektroni$kumo paradigmos (ypa¢ akusmatinés muzikos) nepartitiriskumas,
neutralaus lygmens grafinis stygius salygoja grynos garsinés medziagos (poie-
tiniu ar esteziniu lygmeniu) tolydaus testinumo apraigkas. Kitaip tariant, be
pagristo grafinio poreikio neutraliame lygmenyje poietinis ir estezinis lygme-
nys sunkiai pasiduoda moksliniam metodui, o tai jau savaime yra skaidymo ir
diskretizavimo veiksmas. Ta proga turime inventorizacinio pobudzio estezinio
lygmens tiriamgsias trajektorijas ir muzikos filosofijai atliepiancius, poietinio
lygmens procesus aptariancius diskursus.

3.2. AkusmatiSkumas ir vaizdas

Dél savo sintetinés kilmés tekstai apie kino meng padeda atskleisti ir gretutiniy
meno sfery estetikg. Kinematografija, kaip vaizdo ir garso estetikos vienové,
gali pateikti gana daug gairiy, kaip atpazinti, sisteminti ir klasifikuoti garso ir
vaizdo sgsajas bei abipusio priezastingumo zaismés kategorijas. M. Chionas
(Chion 1994) vaizdo ir garso kontaktg kine vadina ,,garsovaizdos sutartimi’
(angl. audiovisual contract). Taip pat jis kalba apie ,,audiovizualine iliuzijg“ -
tai, kas sudaro regos ir klausos vienove zitrint audiovizualinj karinj, $iuo
atveju — filma. Batent giluminé vaizdo ir garso sgjunga sukuria vadinamaja
pridéting verte — kai garsas papildo ir suteikia vaizdui esmine emocine intencija.

3
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Pridétinés vertés koncepcija iskelia paradoksa: kuo ji stipresné, tuo ryskesnis
apgaulingas jspudis, kad garsas tik sustiprina vaizdo estetinj uZtaisg ir pats
savaime téra antraeilis ir nebatinas.

3.3. Nejauka

»Nejauka“ - $is terminas nubrézé jspudingg trajektorija per keletg gana tolimy
teritorijy. Pirma kartg jis buvo paminétas psichologo Ernsto Jentcho tekste
»Apie nejaukos psichologija“ (Jentch 1906). Placiau $ig temg iSskleidé S. Freu-
das savo tekste ,Das Unheimliche® (Freud 1919), paties termino etimologinj
lauka neabejotinai priskirdamas kraupumo, baimés ir siaubo sferai. Taciau
S. Freudas, remdamasis E. Jentcho tekstu, uzsibrézia tiksla aiSkiau apibudinti
nejaukos teritorijas Zmogaus jausmy aplinkoje, atrasti konkreciy su $iuo da-
lyku susijusiy situacijy. Viena esminiy veiksniy, sukelianéiy nejaukos pojuti,
E. Jentchas jvardija dvejopai:

« abejoné, ar akivaizdziai gyva butybé is tikro yra gyvybinga,

« abejoné, ar kartais negyvas objektas néra gyvybingas.

I$skirtiné nejaukos savybé — miglota, nejauki abejoné asmens samonéje.
E. Jentcho teigimu, $is jausmas trunka tol, kol abejoné issisklaido, uzleisdama
viet kitiems pojiciams. Cia galima pastebéti sgsajas su akusmatiskumu kaip
kontakta su kazkuo numanomu, taciau Siuo momentu iki galo nepaZiniu, esan¢iu
uz pazinimo skraistés.

Automatiskumas - aiSkus aspektas, jungiantis psichologine situacija ir
muzikos akusmati$kumg. Masina ir robotas - kiekviename muzikos garse
egzistuojantis dvasiskumo genas, sugretintas su bedvase masina, akivaizdziai
sukuria jtampg. Muzikos dvasia tarytum suteikia antgamtinio gyvybiskumo
automatonui. Nejaukos ir automatiskumo santykis yra vaizdziai pateiktas
japony robotikos profesoriaus Masahiro Mori sudarytoje nejaukos slénio len-
teléje, apibudinancioje antropomorfizmo kognityvinio disonanso dinamikg
(Mori 1970).

4. AKUSMATISKUMO TEORINIAI APMATAI

Garso regimybés savoka pirmiausia yra muzikos komponavimo dalis. Sios
savybés istaky reikéty ieskoti ne vadinamajame esteziniame (muzikos karinio
klausymo, suvokimo) lygmenyje, ne imanentinéje karinio struktaroje (Nattiez
1990: 140), o poietiniame (kompoziciniame ir ikikompoziciniame) muzikos
matmenyje ir jo procesuose.

Egzistuoja trys hipotetinés akusmatiSkumo dimensijos, hierarchigkai
viena kitai pavaldZios ir susietos griztamuoju rysiu. Sie jrankiai padés analizuoti
jau esamus muzikinius kirinius nauju kampu, ypa¢ ieskant kompozitoriaus
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santykio su naujai aptariamu skambesiu. Jie turéty praversti komponuojant
naujg muzikinj karinj, suteikiant (jei yra poreikis) papildomas Siame sky-
riuje minimas dimensijas. Akusmati$kumo savybei i$skleisti pasitelkiama
keletas elementariy opozicijy, dél kuriy tarpusavio jtampos akusmatiskumo
fenomenas jgauna atpazjstama pavidala. Egzistuoja trys pagrindinés koordi-
naciy asys (o, B, y — alfa, beta, gama), kuriose akusmatiskumas lengviausiai
pastebimas:

1. Matomas - nematomas (a — vertikalioji asis). Tai vizualus skambesio
pavir$iaus jvertinimas — ar mes matome, kg girdime, ir kaip mes tai
matome. Si vertikalé sietina pirmiausia su M. Chiono minima garsovaiz-
dos sutartimi ir jos jtrukimais, anomalijomis bei laziais. Kitaip tariant,
$ioje opozicijoje pirmiausia ir i$siskleidzia garso ir vaizdo tarpusavio
santykis.

2. Girdima - negirdima (B - horizontalioji asis). Si dimensija, kylanti i$
minétos nematomumo savybés, atspindi keleta muzikiniy veiksniy,
esanciy tarpinéje zonoje — tarp skambesio paviriaus ir zinojimo bei
nezinojimo dimensijos. Tai binariné jtampa tarp gausmo (sonoro) ir
pulso kaip asies priespriesinio nario. Sioje opozicijoje tarpsta pagrindi-
niai laiko fenomeno sujungti aspektai - garso aukstis ir ritmas. Sios asies
desinéje yra perzengiama girdimumo riba - kai tiesiogiai girdimi garsai,
tolydziai jgaudami vis didesnius laiko parametrus, tampa jau tiesiogiai
negirdimais strukttriniais vienetais.

3. Zinoma - nezinoma (y - gylio asis) - i§ negirdimumo savybés kildinama
opozicija. Si adis vadintina ir ,,nebyliojo kontakto" agimi, nes jos veikian-
tieji elementai yra ne tik savotiskai akli, bet ir nebylas. Tai abi anks¢iau
i$vardytas adis persmelkianti ir pagrindzianti savotiSkos kompetencijos
dimensija, siekianti brézti ribas, apibuadinti ir jvertinti Zinojimui pri-
skiriamus muzikinio karinio elementus. Gama - gylio asis — tampa
placiausia, daugiausiai aprépiancia (praplésto) akusmatiskumo teritorijos
dalimi. Kaip dviSalés presupozicijos elementas (kai abu elementai nurodo
vienas kito buvimg) butent ¢ia stipriausiai pasireiskia tikéjimo veiksnys.
Kitaip tariant, negalime kalbéti apie Zinojimo lygj atsietai nuo tikéjimo,
ir atvirks¢iai.

Papildomi du antstatai, savitai veikiantys $ig trijy asiy sistema, yra $ie: anks-
¢iau teoriskai apibrézta nejauka ir naujas veiksnys mimezé. Pirmuoju atveju tai
yra stiprusis veiksnys, nurodantis ribos egzistavima, antruoju atveju - silpnasis
veiksnys, nurodantis gama asies egzistavima. Kitaip tariant, pirmasis veiksnys
atspindi M. Mori lentelés jaukos - nejaukos aspekta, antrasis — pana$umo j
zmogy aspekta (Mori 1970).
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4.1. Vertikalioji akusmatiskumo asis

Vertikaliojoje alfa dimensijoje pirmiausia pastebime muzikinio karinio ma-
tomus ir nematomus aspektus, kuriy dauguma yra aiskias skambesio pavir-
$iaus elementai — muzikos atlikéjai, garso jrasai ir / arba vizualizacijos. Cia
i$skleidziamas karinio garso ir vaizdo rysys, jy tarpusavio santykis. Apatinéje
aSies dalyje tarpsta jrasyta ir uzfiksuota akusmatiné muzika be savarankiskos
vizualinés linijos. Kylant auks$tyn, garso vaidmuo tolydzio silpnéja, semantinis
svoris tirpsta, uzleisdamas vieta vis stipréjan¢iam vizualumui ir regimiems
muzikiniams aspektams, kol galiausiai — pa¢iame asies vir§utiniame poliuje -
turime grynojo akusmatiskumo antonima.

4.1.1. Ekstremumai

Apatiniame $ios aies poliuje yra grynasis akusmatiskumas, ,aklas“ garsas, vi-
siSkai atsietas nuo jj jprastai lydincio vaizdo, kitaip tariant — garsas be vaizdo.
Tai schaeferiskas idealas - redukuotas klausymas, tam tikras klausymo prak-
tikos lygmuo, kai girdimi tik patys garsai be juos persekiojancio (dazniausiai
vizualaus) prasminio kravio.

Kitoje asies puséje yra apverstasis akusmatiskumas. Tai veidrodiné prie$prie-
$a grynajam akusmatiskumui — matomi vaizdai be ry$io su girdimu pasauliu.
Kitaip tariant, jei grynajj akusmatiskuma galétume pavadinti ,,bekaniais bal-
sais®, tai apverstasis akusmati$kumas vadintysi ,,nebyliais daiktais“ Be tokios
grynosios kategorijos alfa asis buty nepilna ir nepakankamai subalansuota.
Apverstasis akusmatiskumas - nebyli ir mazai tyrinéta zona, laukianti atidesnio
tiriamojo zvilgsnio vizualiyjy meny ir muzikos ateities tyrimuose.

Alfa asis yra tiesiogiai susijusi su erdviskumo aspektu. Batent dél objekto
sgvokos garso erdviskumo aspektas issiple¢ia uz matomumo riby - juk schae-
feriskas garso objektas gali buti apibadinamas erdvinémis kategorijomis, tokio-
mis kaip masé, kiekis, fakttra. Schaefferio klasifikacija aigkiai atliepia Vareéseo
mintis apie garso medziagiskuma, jkiinijima ir materializacija.

Jeigu nejauka linkstama traktuoti kaip neatsiejama kiekvienos i$ trijy asiy
veiksnj, tuomet butina apibrézti nejaukos santykj su asiy ekstremumais. Aki-
vaizdu, kad alfa asies atveju apatinéje grynojo akusmatiskumo puséje nejaukos
veiksnys yra lengviausiai jvairinamas. Nuasmenintas balsas, kartojamas ir
sklindantis i$ jraSo, bet kuriuo atveju savo pirmaprade esybe kyla i$ nejaukos.
Visi mechanigkai atkuriami balsai - ar tai bty telefono autoatsakiklis, ar ra-
dijo taskas - turi nejaukos $esélj. Nebyliis objektai ir kiinai, begarsiai vaizdai,
absoliuti tyla, kaip mirties atspindys, taip pat turi pakankama nejaukos kravj
(Dolar 2006).

Butina atskirai pabréiti stipriausia su nejauka sieting garsovaizdos sutarties
anomalijos aspekta, kai matome viena, o girdime kita. Si anomalija pastebi-
ma, kai, formaliai Zvelgiant, sutartis lyg ir galioja — jvykiy sinchronizacija
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nepriekaistinga, ta¢iau garso, kaip pasekmeés, ir vaizdo, kaip priezasties, sude-
rinamumas racionaliai néra jmanomas.

4.1.2. Centro pozicija

Vertikaliosios alfa asies vaizdas buty nepilnas, jei neaptartume asies centro
pozicijos. Savaime suprantama, $i jsivaizduojama asis yra tolydi, ta¢iau hipote-
tiniame jos viduryje galétume numanyti egzistuojant tam tikra pusiausvyra tarp
matomo ir regimo, tarytum tai bty chioni$kos garsovaizdos sutarties balansas
muzikoje. I§vardysime keletg aspekty, kurie apibrézty asies centra:

1. Itikinami karybiniai sprendimai jungiant jrasa su gyvu atlikimu.

2. Karybinés situacijos, kai vienais ar kitais buidais sprendZiamas statisko
ir neekspresyvaus garsiakalbio buvimo klausimas.

3. Kompiuteriniai ir elektroniniai aspektai uzdengiami akustiniy instru-
menty skraiste — kai karinio girdimasis pavirsius yra grynai akustinis,
be elektroniniy instrumenty priemaisy, ta¢iau kompiuteriniy ar kitokiy
garsiniy technologijy dalyvavimas numanomas ir juntamas.

Pirmuoju atveju karybinis jtikinamumas, be abejonés, yra salygotas daugelio
veiksniy, ta¢iau galima lengvai pastebéti, ar jrasas karinyje jgavo svary vaidmenj,
ar garso jrasas yra neatsiejama strukttriné karinio dalis, ar autorius atsizvelgeé
j irasyto garso ir su tuo susijusiy akusmatiniy aspekty visumag, ar ne.

4.2. Horizontalioji asis

Sio skyriaus tikslas yra tik atrasti pla¢iame muzikos ir garso tyrimy lauke bei
jvardyti atskirus aspektus, tinkamus horizontaliajai akusmatiskumo dimensi-
jai — beta asiai, atspindindiai ,,laiko strélés” linija. Savaime suprantama, kad
muzika ir laikas yra vienas kita papildantys elementai. Muzika struktaruoja laika
(Chion 2009), ypa¢ jei kalbama apie jos komponavima. Beta asis aprépia laiko
parametrui labiausiai pavaldzius veiksnius, susijusius su girdimu ir negirdimu
skambesiu. Atspirties tasku c¢ia galéty buti karybiskai sodri K. Stockhauseno
mintis apie garso aukscio ir ritmo dualuma - kaip to paties fenomeno skirtingas
medalio puses (Stockhausen 1959).

4.2.1. Gausmas ir pulsas

Esminés beta asies kategorijos — gausmas ir pulsas bei jy tarpusavio rysys.
Maksimaliai redukuodami laiko trukmes iki absoliuciy veréiy pastebime, kad
vieno tiksliai apibrézto daznio periodiné banga, remiantis Fourier teorema,
turéty testis amzinai. Pagal kitg teorijos puse, Diraco delta funkcija - be galo
trumpas impulsas, kurio laiko verté lygi nuliui, apima visus garsinius daznius
(Roads 2004). Siy begalybiy dualumas atveria vartus ne tik platiems moksli-
niams eksperimentams, bet ir mitiniams bei fantasmagoriniams karybiniams
apmastymams muzikos komponavimo atzvilgiu.
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Beta asyje tolydziy pokyciy gausmo anamorfizmas kontrastuoja su im-
pulsinés prigimties skambesiu. Sig gausmo savybe i§ mitologinio mastymo
perspektyvos baty galima prilyginti létai sélinan¢iam zvériui ar i ugnikalnio
tekanciai lavos upei. Zvelgiant pladiai - gausmo anamorfizmas ,,maitina“
nejaukg per keistos statikos, ,léto atgijimo / létos mirties” analogija. Ati-
tinkamai ritmo reperkusa naikina nejaukg ir palaiko ,,amzinaja gyvastj®,
amzing judéjima.

Pagal S. Freudo apibiidinima, gausmas ne tik iliustratyvia ir asociatyvia jung-
timi siejasi su nejauka. Gausmas a priori jau turi pasyvy nejaukos uztaisa - tiek
i§ poietinés, tiek i$ estezinés pusés (Grimshaw 2009). Kita vertus, ritmas aktyviai
organizuoja muzikos vyksma ir yra jos organizuojamas (Cooper, Meyer 1963).
Nuolatiné kaita ir reguliarumas atspindi organi$kus gamtos ritmus, kurie kaip
ekstramuzikiniai elementai kuria bendra muzikinj-mitologinj skambesio
santvarkos lauka. Taigi desiniajam horizontaliosios aSies ekstremumui reiké-
ty priskirti jaukos kategorija, lygiai kaip vokie¢iy kalboje S. Freudas ZodzZiui
unheimlich prie$prie$ina zodj heimlich.

4.2.2. Mirtis ir gyvenimas

Grjztant prie dviejy akusmatiskumo vektoriy - transcendentinio ir imanentinio,
gausmo ir pulso priespriesq (kitaip tariant — dviSale presupozicija) su $iais tipais
reikéty gretinti tokiu badu:

1. Gausmo ekstremumas = transcendentinis vektorius. Siame beta asies
kraste aiskiai dominuoja transcendentinio vektoriaus aspektas — léta
garsy tarpusavio gravitaciné dinamika skaido garso objekta j atskiras
sudedamgsias dalis, tolydzio atidengdama ir nu$viesdama nematomos
buties egzistavimo pasienius. Létos (ir nejaukios) mirties (arba atgimi-
mo) metafora tiesiogiai pateikia akusmatinés ribos pojutj ($iuo atveju
kalbétume apie buiseng artéjant prie galimo transcendentinio universumo
teritorijos ribos).

2. Pulso ekstremumas = imanentinis vektorius. Ritmo, pulso ir kartoji-
mo elementai, kaip aktyvaus (o ne pasyvaus) proceso dalyviai, kuria
hic et nunc atmosfera. Subjektas yra gyvas, plakancia $irdimi, supamas
aktyviy aktanty, daikty ir aplinkybiy. Sitaip gyvenimo proceso mani-
festacijg atspindi visy lygiy pulsuojanciy elementy sintetiné koherencija,
susiliejimas j vieng karybine visuma.

Ultrasoninis beta asies kairysis uZzribis neturi muzikinio komponavimo
svorio ir dél $io teksto nedidelés apimties néra vertas atidesnio zvilgsnio. Kita
vertus, judant beta asimi j desine, pulsa (platesne apimtimi), kaip aktyviai vei-
kiantj rekursinj procesa, galima transformuotai koduoti (stambéjimo linkme) j:
faktarinj vienetg, harmoninio ritmo vienetg, muzikinés retorikos, formos
pulsg, iskaitant ir stambius muzikinio laiko vienetus (makroformas) bei tokias
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absoliucias laiko vertes, kaip minuteés, valandos, dienos, metai etc. (Roads
2004). Tokiu badu infrasoninés vertés ir suvokiamos, ir komponuojamos per
su klausa maziau sietinus fenomenus - racionaly protg, emocijg ir tikéjima
(gama asis).

4.3. Gylio asis

Tredioji - gylio asis gama, jtempta tarp Zinojimo / tikéjimo ir tustumos, kyla
i$ negirdimumo savybés. Sios asies elementai néra tiesiogiai pavaldis pen-
kiems pagrindiniams iSoriniams jusliniams potyriams, taigi néra tiesiogiai
siejami su i$oriniu pasauliu. Vieninteliai $ios asies veikéjai — Zmogaus minties
produktai. Aukstesnio lygmens asys - alfa ir beta — ganétinai gerai maskuoja
gama asies elementus, todél nei apgrgzos inZinerija, nei bet kokiais jstrizais
zvilgsniais ir ekstrapoliacijomis $iy metafiziniy objekty patikimai nejmanoma
identifikuoti.

4.3.1. Startiné pozicija
Apibendrinus ir jvertinus alfa ir beta as$iy maskuojamajj poveikj gama asiai,
galimos dvi prielaidos:

1. Komponavimo atveju garna asis visada yra startiné karybinés operacijos
pozicija. Kitaip tariant, muzikos kompozicijos atsiradimo prieZastis
su tam tikromis i$lygomis visada kyla i§ santykio tarp Zinojimo ir
nezinojimo.

2. Esteziniu lygmeniu vyksta hierarchinés asiy struktaros kolapsas — visi
skirtingy adiy elementai yra priimami vienu metu dél anks¢iau jvardyto
maskavimo, tik patys ryskiausi gama asies elementai yra atpazjstami
samoningame lygmenyje.

Svarbu pabreézti, kad tiek Zinojimo, tiek tikéjimo kategorijos ¢ia aptariamos
tik tiek, kiek jos aigkiai atsispindi karinyje ir komponavimo struktiiroje, laikinai
atribojant jas nuo lukes¢iy psichologijos, bendrosios filosofijos ir teologiniy
diskursy bei paliekant perspektyva ateities tyrimams. Kita vertus, tam tikras
platonisky idéjy rysys su gama asies objektais yra pakankamai akivaizdus.
Siuo atveju, jei gama asis yra komponavimo pagrindas, tai atspirties taskas
yra idéja arba jos nebuvimas. Muzikinio karinio idéja, netekusi materialaus
pasaulio elementy, tampa gana platoniska kategorija; kalbant siauriau - tai yra
semantinis objektas, liekantis pasalinus i$ kiirinio regimajj ir girdimaji
aspektus (alfa ir beta asys). Nors kituose diskursuose tikéjimas ir Zinojimas yra
pries$priesinami vienas kitam, ¢ia tarp Zinojimo ir tikéjimo kategorijy reikia déti
lygybés zenkla ir jvardyti tikéjima kaip aukstesnj Zinojimo ir kompetencijos
lygi, ypac kalbant apie muzikos komponavima.

Nebuvimas (arba stygius) gali bati lygiai tokia pati karybiné varomoji
jéga kaip ir buvimas (Lacan 1991/1955). Garsy islaisvinimas (Russolo 1913)
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ir jy medziagiskumo pripazinimas (Varese 1936) kreipia link savarankiskos
garsy buties idéjos (Cage 1937), atliepiancios taoisting (ne)veiklos (wu wei)
koncepcija.

Akusmatiskumas garma asyje pasireiskia santykiu su zinojimu. Kitaip tariant,
Zinojimas naikina nejauka visais aspektais — jeigu yra Zinoma, kas slypi uz skrais-
tés, visa mus pasiekianti informacija patenka j turimg Zinojimo struktra. Ir tik
kai informacija neatitinka (arba nebeatitinka) turimo struktarinio zinojimo
modelio, vél atsiranda proga nejaukos materializacijai. P Ablingerio Speaking
piano (1998) atveju kirinio programa kuria dozuotos nejaukos situacija. Prem-
jeroje ,,prabiles” pianinas pirmakart sukuria klasikinj nejaukos atvejj — niekam
nesitikint tokio jvykio, vélesniais atvejais tiek asmeninis Zinojimas, tiek kairinio
programa eliminuoja nejaukos galimybe.

4.3.2. Akusmetras ir Didysis Kitas

Radikalaus struktariskumo (pvz., totalaus serializmo) atvejais, kai tiek beta,
tiek alfa asiy elementai nurodo grieztos metakonstrukcijos egzistavima gama
adyje, subjekto kontaktas su $alta mechanine logika kuria dvejopa rezultata.
Tais atvejais, kai i§ asmeninés patirties arba dél karinio ekstramuzikiniy
teksty yra Zinoma apie metakonstrukcijos egzistavima, nejaukos elementas
pasireiskia kontaktu su vadinamaja freudiska Olimpija - negyvu automatonu
(Freud 1919). Kitais atvejais, kai apie metakonstrukcijos egzistavimg néra
pirminés informacijos arba apie jg suzinoma palengva (tylus sélinimas taip
pat yra vienas i$§ nejaukos elementy), tuomet galima kalbéti apie kontakta su
Freudo minimais jveiktais ir i§stumtais objektais, lakanisku DidZiuoju Kitu
(Lacan 1991/1955) arba akusmetru (Chion 1999). Ir tik nuo kompozitoriaus
karybinio apsisprendimo priklausys, kokj vaidmenj jis uzims - ar susitapatins
su akusmetru ir jo visagalybe, ar $alto stebétojo zvilgsniu nusvies ribg, uz kurios
matomas Kito $e$élis.

Visais atvejais ryskiai identifikuojami gama asies faktoriai turi vieng bendra
bruoza -ribos koncepcija. Riba, kaip svarbus gama asies veiksnys, koncentruotai
simbolizuoja pitagorietiskos skraistés metafora.

Idealus komponavimas jsivaizduojamas kaip kylantis vektorius nuo gama
per beta iki alfa asies. Sgmoningas (tiek racionalus, tiek intuityvus) muzikinio
karinio komponavimas turéty aprépti visy asiy aspektus ir bent jau identifikuoti
bei jtvirtinti karinio elementy buvimg tam tikru adresu kiekvienoje asyje.
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5. KURYBINES AKUSMATISKUMO ASIY PRIELAIDOS

Si skyriy pabréZtinai rasau pirmuoju asmeniu. Nors kiryboje mane domina
skirtingy, net ir labiausiai nutolusiy muzikos stiliy sugretinimas, laikau save
elektroniskumo paradigmos gyventoju. Savo kiiryba, besiplétojancia tiek akus-
tinés, tiek elektroninés, tiek taikomosios muzikos srityse, apibuadinciau taip:
tai intertekstualumo ekskursy Zaismé, kartais net perzengianti muzikos diskur-
so teritorijg, po eklektikos svoriu kontempliuojanti apie absurdo ir beprasmybés
kategorijas, modeliuojanti ir imituojanti reik§miy ir prasmiy konstrukcijas, o
kartais $ias dvi pastargsias pozicijas paliekanti atviras ir neuzpildytas.

5.1. Semantiné Zaismé ir tuStuma
Savo kompozicijose derinu sistemos ir jos nebuvimo idéjas, klaidos estetikos
elementus ir teatrinio veiksmo priemones. Pagal akusmati$kumo asiy pirma-
planj dominavimg kompozicijose visg kurybinj kataloga galé¢iau suskirstyti
tris dalis. Alfa a$iai priskiriu tuos kairinius, kuriuose ryskiausiai artikuliuotas
matomumo ir nematomumo balansas: ,welLLcome/fareweLL" (2006), ,,] AM*
(2009). Beta asis dominuoja girdimumo veiksniu pagristose kompozicijose:
LSilelis“ (2015), ,Dormedo” (2014), ,,Mojibake-1. Auikhhhhh* (2013), ,,100
pavasariy“ (2014). Gama asj reprezentuoja semantinés zaismés ir akusmatigkai
ribinés kompozicijos: koncertas fortepijonui ir orkestrui ,,Robotai ir Ziedlapiai.
Penki nematomi objektai (2016), ,Du karveliai“ (2015), ,,Evidence #2“ (2006),
»Kolekcija“ (2007).

5.2. Riba kaip gairé ir siekiamybé

Brutaliai redukuojant komponavimo elementus iki fundamentaliy elementy,
atsiskleidzia vienas netikétas aspektas — pagrindiné mano kompozicijy siekia-
mybé yra atrasti karinio ribas. Tarytum tam tikra muzikinio emergentizmo
atmaina - kai muzikiné sistema arba jos stygius (kurianti tu§tuma) savarankis-
kai auga ir plétojasi i$ Zemesnio struktarinio vieneto, kur kiekvienas perimetro
elementas augdamas iesko savo prigimtj atitinkancios ribos ir - tikétina -
pasiekes ribos horizontg nustoja augti. Kitu atveju — kirtusi savo nusibréztas
akusmati$kumo ribas muzika ,,suvalgo® pati save ir patenka j nenusisekusio
karinio lentyna; antruoju atveju — nepriartéjusi prie akusmatinio horizonto
muzika sustingsta uzgimimo stadijoje ir nejgauna savarankisko kravio né
vienoje akusmatiskumo asyje.
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ISVADOS. BUTIES AZURAS

1. Pritaikius istoriografinj, empirinj, tiriamaji metodus bei pasitelkus sistemi-
nés ir klausomosios analizés rezultatus pavyko: istoriskai pagristi ir iSgryninti
akusmatiskumo konteksta, atrasti jo iStakas ir sgsajas su nemuzikinémis dis-
ciplinomis, suformuoti identifikavimo jrankiy arsenalg ir jvardyti esminius
komponavimo principus, atliepianc¢ius akusmatiskumo koncepcija.

Akusmatis$kumo, kaip muzikos suvokimg formuojanc¢io kompozicinio
veiksnio, diskursas — palyginti nauja tyrimy sritis, kuriai pasitelkiamas huma-
nitariniy (muzikologijos, muzikos filosofijos, muzikos estetikos, psichologijos,
psichoanalizés) ir tiksliyjy moksly (fizikos, akustikos, psichoakustikos) potenci-
alas. Tarpdisciplininis $io tyrimo kontekstas padéjo susieti skirtingy discipliny
atskirai nagrinétus akusmatiskumo elementus j bendresne teorine-praktine
visuma. Be to, konteksto imties plotis bréZia naujas gaires tolesniems tyrimams,
padésiantiems visapusiskiau ir dar detaliau i$nagrinéti akusmatiskumo kon-
cepcija papildomais rakursais.

Atlikty tyrimy rezultatai uzpildé akusmatiskumo koncepcijos teorine
struktarg. Verta pazyméti, jog buvo jrodyta, kad ji gali buti naudojama atsietai
nuo Zanriniy ir stilistiniy priklausomybiy. Apibréztas ir pagristas dviejy para-
digmy - akustiskumo ir elektroniskumo - buvimas bei jy sankirtos zona, kur
identifikuoti ryskiausi akusmatiskumo pédsakai visose dimensijose. Taip pat
buvo i§gryninta akusmati$kumo savoka — konceptualizuota garso regimybé,
arba skambesio ir regimybés santykiy sistema, i$skleidZiama j tris analitines
dimensijas. Si gana laki savoka kol kas yra universali koncepcija, aprépianti
muzikos visetg. Vienintelé ir pagrindiné akusmatiskumo egzistavimo salyga -
aikiai identifikuojamas ribos aspektas bent vienoje i$ trijy akusmatiskumo
dimensijy. Ribos savokai akusmatiskumo aspektu reikalingas kitas tiriamasis
zvilgsnis, perzengiantis $io teksto apimtis. Pagrindiné $io galimo tyrimo
gairé — atrasti ribos veikimo lauka, atsakyti  klausima, kiek ribos savoka yra
sietina su reliatyvizmu. Kitaip tariant, reikéty rasti, kur ribos sagvoka negalioja
arba jos néra.

2. Akusmati$kumo gimimg, kaip ir jo istorinius pédsakus, galima jvardyti
dvejopai - formaliai ir istoriSkai, abiem atvejais jj traktuojant kaip neregimo
garso koncepcijos tesinj:

a) Formaliai Zvelgiant, neregimo garso eros pradzia sietina su jra$y tech-
nologijos atsiradimu XIX a., kai garsas neteko rysio su savo pirminio
atsiradimo priezastimi. Garso transliacijy ir jrasy technologijoms tobu-
léjant, $is atotrukis tik ryskéjo ir garso menininkai netruko $j fenomeng
pastebéti ir jvardyti. P. Schaefferio kuriama akusmatiné muzika galéjo
bati jvardyta visai kitokiu terminu, ta¢iau esama aplinkybé padéjo nuties-
ti mitologiskai poetinj tilta j antikos laikus ir jrasytos muzikos perklausas
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traktuoti kaip Pitagoro akusmatikoi tradicijos mitologine parafraze. Taigi
formalusis akusmatiskumo koncepcijos gyvavimo periodas yra pagristas
technologinés estetikos prielaidomis — nuo Antrojo pasaulinio karo iki
$iy dieny.

b) Platesnis istorinis zvilgsnis liudija neribota akusmatiskumo veikimo
laukg. Konceptualizuoto neregimo garso apraisky galima aptikti visuose
zmonijos istorijos tarpsniuose. Siekiant atsverti placius ekskursus po
XX-XXI a. akusmatiskumo psichologines ir technologines disciplinas,
buvo pasirinkta semanti$kai artimiausia antikiné situacija — Pitagoro
socioreliginis kultas, ypa¢ nariy segmentas, pavadintas akusmatikoi.
Antroji istoriné akusmatiskumo pédsaky paieskos teritorija — Biblija ir
Dievo Balso akusmatinés apraiskos tekste.

3. Be istoriniy akusmatiskumo aspekty, buvo atrasti du svarbus tarpdis-
ciplininiai elementai, padéje pagristi akusmati$kumo technologinj fona.
Pirmasis jy — nejauka, kaip psichologiné busena, palyginti neseniai jzengé
j tarpdisciplinine areng. XVII a. J. Vaucansono mechaniniy automatony
(pvz., virskinanti antis, Sachmatininkas) ir kity véliau atsiradusiy mechaniniy
gyvybés imitacijy skleidziama nejauka (Freud 1919) formuoja tam tikra
akusmatinj efekta — sgmoné ir veiksmas atsiejami nuo priezasties (Zmogaus)
technologijos ,,skraiste” (ribos manifestacija). Kitais atvejais bekiniai balsai,
sklindantys i§ telefono garsiakalbio ar kine, taip pat turi nemenka nejaukos
kravi (Chion 1994). Dél $io sarysio per akusmatiskumo koncepcija nejauka
tampa ne tik garso, bet ir muzikos jteisintu elementu (Dolar 2006). I§ ¢ia kyla
prielaida, kad akusmatiSkumas ir nejauka yra to paties (dualaus) koncepcinio
objekto skirtingos pusés.

Nejaukos slénis (Mori 1970) - antras svarbus tarpdisciplininis elementas,
padéjes pagristi elektroniSkumo ir akusti$kumo paradigmy sankirtos akus-
matinius aspektus. Automatiniy konstrukty (roboty) mimezés skalé organis-
ko (gyvo) pasaulio atzvilgiu nurodo nejprasta nejaukos fenomeno apraiska
pusiaukeléje, kai robotas jau néra robotas, bet dar ne Zzmogus. Paradigmy
sankirtoje egzistuojancioje X zonoje, kai muzikos elektroniskumas jau uzsimas-
kaves, o grynasis akusti$kumas dar nejvykes, galima pastebéti ryskiausiy bei
tinkamiausiy akusmatiskumo ir nejaukos pavyzdziy, pasiduodanciy analizei ir
sistematizavimui. Geriausiai tai iliustruoja P. Ablingerio ,,Talking piano“ (1996),
R. Mazulio ,,Cum essem parvulus“ (2001), M. Gordono ,,Timber® (2011).

4. Po ribos budingiausi akusmati$kumo plotmés komponavimo principai
yra nejauka ir procesualumas. Pastarasis yra skaidomas j du potipius: akus-
matizacijos ir deakusmatizacijos procesus, kai garso ar semantinis objektas
nepastebimai ir tolydZiai yra maskuojamas arba, atvirks¢iai, — atidengiamas.
Kitaip tariant, abu potipiai nurodo vektoriaus kryptj ,,nuo“ arba ,,i“ subjekta.
Tai ypac ryskiai pastebima analizuotuose R. Mazulio ir M. Gordono kiriniuose.
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Pastebétas jdomus faktas: egzistuojas dviejy vektoriy fenomenas (transcenden-
tiniu ir imanentiniu pavidalu) iSryskéjo tiek analizuotuose istoriografiniuose
Saltiniuose, tiek sisteminéje akusmatiskumo teoriniy aspekty analizéje. Anali-
zuojamuose kariniuose $iy vektoriy dinamika ypac pastebima C. Nancarrowo
ir R. Pascalio kariniuose.

Per keletg elementariy opozicijy pavyko atrasti tris akusmatiskumo asis,
padedancias efektyviau atpazinti ir jvardyti akusmati$kumo fenomeng trimis
dimensiniais lygiais:

1) matymas — nematymas (alfa asis) — skambesio pavir$iuje fiksuojamo
garso ir vaizdo tarpusavio santykis, apibudinantis muzikos erdvinius
aspektus;

2) girdéjimas - negirdéjimas (beta asis) — per laiko fenomeng nematomumo
savybe tesianti dimensija, atspindinti sonoro ir pulso santykj;

3) tikéjimas - tustuma (gama asis) — erdvés ir laiko fenomenus perzengusi
dimensija, apimanti semantinius objektus ir tu§tuma, atskirtg ribos
koncepcija, kitaip tariant, tai, kas lieka i§ muzikos kompozicijos atémus
alfa ir beta asiy turinj.

Analizuojant akusmati$kumo asiy funkcinius aspektus pastebéta ypatinga
tendencija — egzistuoja tam tikra dimensijy koherencijos ir susietumo kons-
tanta: kiekviena kompozicija uzima tam tikra teritorija kiekvienoje asyje, kitaip
tariant, néra tokio muzikinio karinio, kuris neuzimty jokio ploto kurioje nors
vienoje i$ trijy adiy. I§ ¢ia kyla hipotezé - net jeigu komponavimo stadijoje
nebuvo samoningai ar intuityviai atsizvelgta j visy asiy veiksnius (pavyzdziui,
Alvino Luciero ,,I am Sitting in a Room® ar Yanniso KyriakidZio ,,a conSPIracy
cantata“ atveju), tam tikrg pozicija kiekvienoje asyje kompozicija jgauna spon-
taniskai estezinio proceso metu. Esant tam tikroms palankioms aplinkybéms,
susiformuoja gana koherentiska pozicija kitoms asims.

Pastebéta i§skirtiné asiy savybé perleisti perteklinj kravj gretimoms asims —
jkrauta asis uzpildo turiniu gretimas asis. Tai ypac pastebima kalbant apie gry-
naja akusmatine muzika ir beta asj, kai maksimaliai prisodrinta laiko dimensija
sukuria turinj tiek alfa, tiek gama asims (vienas ryskiausiy pavyzdziy - Erico
Nystromo ,,Catabolisms®).

5. Jeigu jprastiniais atvejais akusmati$kumas ir nejauka i pirmo zvilgsnio
gali buti siejami su tamsiosiomis Zmogaus savybémis ar pojuciais, tai a$ savo
karyboje esu pasirinkes kontrasto principu grista X zonos elementy traktuote.
Zaismé - vienas ir vienintelis mano kirybos vardiklis. Mano kompozicijose
akusmati$kumo fenomeng iSryskina $ios techninés operacijos: akusmatinis
abstrahavimas - garso jvaizdinimas ir vaizdo jgarsinimas (priklausomai nuo
vektoriaus krypties); transcendentiné transformacija (ekstramuzikinés medzia-
gos tiesioginé ekstrapoliacija j muzikines vertes); transcendentinio kodavimo
Zaismé (galbut niekada neissifruotiny, bet pastebimy pranesimy fiksavimas
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kompozicijose); Saltos sistemos griiitis; semantiniy vienety Zaismé; garso mo-
zaika ir hipermontaZas.

Tyrimo eigoje suformuotos i§vady tezés patvirtino, kad akusmatiskumo
kategorija yra funkcionuojantis muzikos viseto vienetas, turintis aiskia pozicija
komponavimo procesuose, muzikos suvokime ir atveriantis naujas galimybes
$iuolaikinés muzikos konteksty analizei.

Tolesnius tyrimus vertéty testi $iomis keturiomis pagrindinémis kryptimis:

» AkusmatiSkumo sampratos tyrimai istoriniu aspektu. Chronologiniu

pozitriu akusmatinis garsas yra tik i§ dalies aptartas (Kane 2014), todél
vertéty sutelkti démesj j neregimo garso vaidmenj kultaros istorijos
plotméje.

» Statistiniai neregimo garso tyrimai muzikos, psichologijos ir psichoakus-

tikos discipliny kryzkeléje.

« Neregimo garso vaidmuo lietuviy etnografijoje ir mitologijoje.

« Akusmati$kumo koncepcijos skirtumai judéjy, krikscioniy ir kitose

didziosiose pasaulio religijose.

Mano muzikinio meno projekto esminé asis - i$skleisti skambesio objekty
kontaktus vienu kompleksiniu estetiniu sprendimu - garso mozaika, kurioje
baty aiskiai i$grynintas ribos konturas, ribos tarp matymo ir nematymo, gir-
déjimo ir negirdéjimo, galiausiai — tarp Zinomo ir nepazinto. Verta paminéti,
kad akusmatiskumo bruozai gali reikstis visomis a$imis, daugeliu semantiniy
sluoksniy vienu metu, savitai formuodami vertikaly ir hierarchinj muzikinio
karinio buties azurs.
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INTRODUCTION

Conceptual grounds for research. The phenomenon of the invisible sound
and acousmatism, as its essential quality, deserves more serious attention given
the current situation in musical composition. Acousmatism is obviously more
than just a concept having certain historical significance. From the viewpoint
of a contemporary composer, it is defined by the degree of interaction between
sound and image, as well as reflections of that interaction on the conceptual
level of creative work. Considering this through the lens of cause-and-effect
relationship, it may be viewed as pertaining to the characteristics of discontinuity
and dynamic interplay between the sound source and its cause. In fact, it is not
only and not so much related to the sound’s visibility, but rather to the dynamic
relationship between watching and seeing in music and between listening and
hearing on the level of musical composition. In the light of this relationship the
third dichotomy of knowing-believing becomes apparent. When understood as
categories pertaining to the field of artistic production, sound and image ask for
much broader definitions, which, in turn, broaden the scope of acousmatism.

The physical nature of sound has always had and still has a significant ef-
fect not only on the aesthetic perception of music (in humans) but also on the
creative approach of an individual composer, on his or her personal attitude
towards the sound. Developing technology for sound recording, generation and
amplification created a condition, in which a mechanical disjunction of causal
relationship between the instrument (sound generator) and the sound became
possible. It seems unquestionable nowadays that our creative approaches and
aesthetic attitudes have irreversibly changed and adjusted to the sonic environ-
ment, in which computer-generated sounds have become commonplace.

During the past few decades state-of-the-art sound technology has become
widely accessible to many musicians and has been applied in many areas of
musical art. The impact of technological progress, both active and passive, might
be felt in all three largest territories of music’s existence including composition,
performance and research. The fascinating facility and speed, with which co-
lossal amounts of sound material and other musical data can be processed by
using digital technology, notably accelerated the emergence and development
of an electronic paradigm in the processes of musical composition. On the
other hand, in response to the reckless technological advancement of the 21st
century, one is tempted to halt and rethink some of the unduly forgotten matters,
reflect on the issues that may have never been raised before because they were
obscured by the development of an electronic paradigm. Electronic paradigm,
as a system of musical logic based on modern technology, is understood to exist
in opposition to acoustic paradigm that reflects most conventional methods
of musical composition, performance and research.
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For the sake of greater theoretical and practical clarity, the scope of the
theoretical section in this artistic research project has been deliberately limited
to musical composition of the 20th and 21st centuries, encompassing also
hypotheses, analyses and experiments related to performance, ideological and
artistic aspects of composition, as well as tracing their historical and ideological
sources outside a delineated chronology.

The subject of this research project is the category of acousmatism in the
music of the 20th and 21st centuries, manifestations thereof in the interdisci-
plinary contexts, and related aspects of composition.

Current significance of the research. The emergence of new musical trends
and new approaches, especially at an intersection between the acoustic and elec-
tronic paradigms, requires pertinent systematic approach to the issues of musical
composition from the perspective of acousmatism. Acousmatism, like the whole
domain of the invisible sound, is still a largely underresearched phenomenon.
Speaking of relevant terminology, the scope of available theoretical resources
exploring the area of intersection between live and electronically produced
sounds in contemporary music is rather scarce in Lithuanian language.

Novelty of the research. In the overlapping territories of acoustic and
electronic paradigms there exist quite a few tendencies that present plenty
of stylistically, artistically and scientifically beneficial topics for research but
remain hitherto uninvestigated and therefore serve as initial motivation to en-
gage with this research project. The issues of the invisible sound are examined
herein, offering not only and not so much aesthetic and cultural perspective
but rather newly conceptualized approach to musical composition.

The purpose of this research project is to explicate and specify the concept
of ‘acousmatism, to reveal its contextual scope, to distinguish and define basic
acousmatic-compositional aspects. To achieve this aim the following objectives
were to be fulfilled: to discover and identify the underlying acousmatic prereq-
uisites for the artistically rewarding contact between acoustic and electronic
paradigms; to analyse and systematize the manifestations of acousmatism in
contemporary experimental music with reference to actual musical examples;
to formulate the author’s personal stance towards acousmatism as a composer
of contemporary music. Some further tasks may be delineated with regard to
the chosen field of research, such as:

« tovalidate the legitimacy of acousmatism in music on the basis of musical,

as well as historical and interdisciplinary sources;

« to define creative and musical aspects of acousmatism in epistemological

terms;

« to identify and classify the elements comprised in the concept of

acousmatism;
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« to identify compositional principles that are essential and specific to
acousmatism;

« to compile a concise list of the newly derived, translated and prospective
terms that reflect certain currency in the field of research and relevance
to the matter at hand.

Methodological tools used in the course of research include empirical, com-
parative, historiographic methods; systematic, auditory and spectral analysis.
The following sources were used in writing the present research paper:

1) musicological literature devoted to the aesthetic and compositional is-

sues of acoustic and electronic sound in the 20th and 21st centuries;

2) literature about the artists and their writings;

3) cultural studies on contemporary media culture and scholarly (non-

musicological) texts analysing the issues of the invisible sound;

4) scholarly (non-musicological) studies on the topics of history, philosophy,

religion, psychology, aesthetics, physics, psychoacoustics, etc.

The first group comprises books and papers presenting new theoretical ap-
proaches to sound and new sonic practices (Abbate 1996; Altman 1985, 1992;
Bajarkevicius 2007; Bick 2013; Chabade 1997; Cope 2001; Demers 2010; Hig-
gins 2013; Hirst 2008; Lacasse 2000; Landy 2007; Meyer 1963; Miranda 2007;
Nattiez 1990; Read 1969; Roads 1996, 2004; Russolo 2005; Shaeffer 1966;
Windsor 1995; Tarasti 2002).

The second group includes books about the composers or their own theo-
retical writings (Cage 1961, 1991; Kim-Kohen 2009; Maconie 2005; Messiaen
1994; Nyman 1974; Smalley 1992, 2007; Stockhausen 1959, 1972/1962; Wishart
1995, 1996).

Literature dedicated to the phenomenon of the invisible sound (Dolar
2006; Kane 2014), film studies, visual and sound cultures (Barkowiak, ed. 2010;
Chion 1994, 1999, 2009; Donnely 2014; McKim 2002; Pisters 2003; Redner
2011; Smith 2004; Sterne 2003).

The fourth group comprises books and articles dedicated to non-musical
subjects: history, philosophy, and classical antiquity (Baudrillard 2002; Breg-
man 1994; Bukert 1972; Donald 2008; Freud 2011/1919; Gadamer 1999;
Greimas 1989, 2005; Hermann 2004; Hofstadter 1979; Ilamblichus 1818; Jentch
1906; Lacan 1991; Lehman 2010; Luchte 2009; Malone 2009; McKirahan
2010; Mori 1970; O’Meara 1989; Pleizier 2010; Riskin 2004; liogeris 2011;
Tinwell/Grimshaw 2009; Zhmud 1992).

The thesis is divided into the following sections: introduction, five chapters,
conclusions, vocabulary, and bibliography. The first chapter briefly introduces
theoretical concepts in question and propounds epistemological definition
thereof. The second chapter discusses the context and origin of the subject mat-
ter. The third chapter deals with the interdisciplinary nature of acousmatism.
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Theoretical framework for the consideration of acousmatism is introduced in
the fourth chapter. The fifth chapter offers a personal perspective on the sub-
ject biased by the author’s artistic worldview. The orderly flow of the scholarly
discourse is now and then punctuated with ‘frivolous blisters;, which occur
at certain intervals to reveal the irrational, not fully fathomable side of the
author’s creative potential.

1. EPISTEMOLOGICAL DECISIONS

1.1. The invisibility of sound

While investigating the issues of sound’s visibility and invisibility, problems
arise at each step in the process of research thereby creating and nourishing
the discourse on acousmatism that eventually appears to be a completely le-
gitimate field of research. For the time being, the vague outlines of this field
obstruct the formulation of complex philosophical solutions to this problem
in a clear and explicit manner. This impels us to return once more to the most
basic manifestations of sound and review certain historical facts pertinent to
the given discourse. Such turnabout might help discover ways to reinforce the
discourse on acousmatism and prevent it from premature collapsing. Then, in
the event of success, it would be possible to formulate simple tools for detecting
acousmatism, which might prove to be useful in further compositional and
analytical procedures. At this point we arrive at the first provocative epistemo-
logical hypothesis, stating that sound has a body. If we were to acknowledge
the corporeality of sound and its sensual properties, we would also accept the
existence of a certain transcendental state of sound, which replenishes and
sustains the phenomenon of sound’s corporeality.

1.2. Two musics

In the context of, let’s say, ‘acousmatic revolution, there are two large areas in
which sound can evolve according to two different tendencies of poietic proc-
esses, namely the music of acoustic and electronic nature. When we reduce this
context to the assessment of sound’s invisibility (that is, excluding all kinds of
mixtures irrespective of the aesthetics, style, and genre) some fundamental dif-
ferences become readily apparent: the notion of visible sound is prevalent in the
acoustic music, while the opposite characterizes most of the electronic music.
Accordingly, we may infer that these two distinct realms of music - acoustic
and electronic - differ not only in the aspects of their respective esthesic level
(according to Jean-Jacques Nattiez). Certainly, they demonstrate different
properties on the neutral level as well. Here we may pose a hypothesis that
there are also certain differences in the formative and compositional elements
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on the poietic level, arising from the dichotomy between visible and invisible
sound, which emerged with the universal spread of the sound reproduction
technology. An even broader perspective would suggest that the presence of
sound’s visibility on all three levels of the ‘total musical fact’ (Nattiez) leads to
an assumption about the existence of two distinct paradigms that predetermine
different modes of composition, notation/recording and perception of music.

1.3. Two paradigms

In the realm of music, divided into two large areas on the basis of sound’s
invisibility, there co-exist two paradigms - of acoustic and electronic sound,
respectively — that hardly mix together.

The development of the electronic paradigm commenced with the onset
of the so-called Edison Era (1878). Having said that, it appears reasonable to
claim that all music predating this era should be attributed to the acoustic
paradigm. The third claim is even more provocative: if the foundation of
music composed in the acoustic paradigm lies in the realm of sound, then
that of the music composed in the electronic paradigm is in the image. The
main axiomatic statement is that the acoustic and electronic paradigms are
mutually incompatible. This provocative idea should discourage one from
an occasional urge to enrich the invisible sound with visual imagery. On the
other hand, this postulate invites the listener to enter into discussion, while
also urging the composer to oppose it in novel and innovative ways. Taking
a more conceptual perspective, tension between the two paradigms unlocks
the discussion of further oppositions between the animate and mechanical,
human and machine, continuous and divisible aspects in the new light. Let us
label the hypothetical territory of intersection between the two paradigms as
zone X. It is here that the interplay of influences coming from the two para-
digms becomes most conspicuous.

2. CONTEXT: FROM WORDS TO CLATTER

Speaking of the electronic paradigm and acousmatism as its constituent ele-
ment, it is necessary to draw attention to the contextual horizons of the present
artistic research. This chapter delineates boundaries of the research field,
discusses etymological sources predating the notion of the invisible sound,
and brings forth some general propositions for prospective inquiry into the
nature of acousmatism. It begins with an overview of the historical context
spanning from the classical antiquity to the present day, starting with a glimpse
into Pythagorean philosophy and continuing with the acousmatic aspects
of the Christian tradition, which reflect the idea of absolute transcendence.
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The chronological arch is completed with the passage about the quest for new
sounds in the beginning of the 20th century.

2.1. The Pythagorean akusmata

The Pythagorean understanding of acousmatism is to be derived from the Greek
word for hearing (auditory perception) that correlates with the secret religious
lore of Pythagoras (termed akusmata), which had peculiar sectantic features and
rituals. The elements of this lore and its further growth offer ample examples
of listening practice, which acquired wide conceptual scope and regulated the
development of specific social group. It was a certain kind of creative listening
practice that created prerequisites for multiple revisions of the audible world
by future generations.

The term ‘acousmatism’ derives from the Greek word akusmatikoi, an epi-
thet for certain pupils of Pythagoras who would teach from behind a screen in
order to keep attention focused on content rather than delivery. Consequently,
we may infer that a) Pythagorean acousmatism as a historical notion and
b) acousmatism of music as its inherent property may be related not only be-
cause of the identical usage of the term. Both aspects signify, in all likelihood,
the same phenomenon of utterance and hearing (auditory perception). The
first aspect provides us with certain social and religious background, while
the second is still subject to inquiry. But what has already become apparent
within the scope of this research is the complex coexistence of multiple aspects
derived from diverse scientific disciplines under the umbrella concept of musi-
cal acousmatism.

2.2. The acousmatic Word of God

This section gives a concise overview of the aspects related to auditory percep-
tion and invisible sound in the Christian tradition. The scope of this overview
is limited to the matters that afford a comprehensive historical account of the
phenomenon of the invisible sound. The acousmatic auditory act lies at the
very heart of religious experience: listening to, believing in, understanding and
following the Word of God are indispensable sources of Christian faith. The
Scripture abounds in references to the acousmatic auditory act (acousmatism),
which may be divided into two types — namely, immanent and transcendental.
Transcendental acousmatism defines direct communication of God with the
believer (“God has spoken...”): God speaks to a man and the world directly,
revealing the boundary between this world and another world and, at the same
time, drawing this boundary closer to the individual. Inmanent acousmatism
defines listening / auditory experiences that have no direct connection to God’s
communication with the individual. In other words, it refers to communication
of the Almighty through mediators or their chains.
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If pre-Christian Pythagorean acousmatism may be imagined as a mechani-
cal separation by a screen or a physical divide between the two groups of cult
seekers, then Christianity has preserved acousmatism as a multidimensional
element of faith and knowledge / learning, which is clearly directed towards
the transcendental perception of the world. This direction will hopefully help
define the most profound formative dimension of acousmatism within the
theoretical framework of the present artistic research.

2.3. Clatter of the 20th-century avant-garde spearheads

Two tectonic processes shaping the brand new world of music came to the fore
in the beginning of the 20th century: abstraction from all previous connota-
tions attributed to sound and embodiment of sound through objectification
of musical elements. Among the most influential and seminal manifestos that
determined the course of music history for many decades to come were the
following:

1. Luigi Russolo’s Larte dei rumori (1913) that laid the foundations for the
doctrine and foreshadowed the emergence of musique concrete;

2. Edgard Varese’s The Liberation of Sound (1936) that unabashedly ex-
pounded ideas about the new sound independent from any canons and
traditions;

3. The Future of Music: Credo (1937), a manifesto piece written by John
Cage, in which he joins Russolo and Varese in imagining a musical fu-
ture in which ‘noise’ will be a crucial resource and thus presaging future
development of music in the post-war years.

2.4. Post-war period. Two vectors

Technological advancement in post-war Europe, Japan and the United States
created favourable conditions for creative experimentation in the field of art
music. The term ‘elektronische Musik™ gained currency in Germany where it
came to be identified with electronically synthesized music. Around the same
time, in 1948, ‘musique concrete’ became publicly known in France through
the work of Pierre Schaeffer, featuring sounds derived from the recordings of
natural (live, concrete) sounds. These two trends represent two divergent vec-
tors, which marked the development of musical ideas:

« Cumulative vector - the synthesis of the new, divisible, discrete, com-
puter-generated sounds; performer is replaced by a computer (German
tradition);

« Dispersion vector — the deconstruction (subtraction) of the existing,
indivisible, continuous, natural sound; no performer is present (French
tradition).
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One has a reasonable suspicion that both vectors - cumulative and dis-
persing — as two most conspicuous active elements of the electronic paradigm
might be compared with the transcendence mentioned in the ancient Greek
and Christian philosophy. In other words, we may draw a parallel between the
immanence and the transcendence, between human existence and existence
beyond human perception.

3. A KALEIDOSCOPE OF INTERDISCIPLINARY SNIPPETS

This chapter discusses acousmatism in the light of three areas of research within
different disciplines that have closest relation to the matter under considera-
tion: that is, the theoretical account of acousmatic music, the post-Schaefferian
theory of film sound by Michel Chion, and the explication of the term ‘uncanny’
with relation to acousmatism, employing also Masahiro Mori’s terms in which
he conceptualizes anthropomorphism of a robot.

3.1. Acousmatic music

Since acousmatic music is rarely represented in conventional music notation it
poses certain difficulties in an attempt to write any kind of analytical research
paper. Methodological approaches to acousmatic music still develop in many
divergent directions. This section of the thesis is concerned with the analytical
methods and performance aspects of acousmatic music (Hirst 2008; Bregman
1994; Smalley 1994; Miranda 2007; Windsor 1995; Wishart 1996).

According to Trevor Wishart, the visual side of a virtuoso performance
“can become part and parcel of our aesthetic reaction to the concert experience”
(Wishart 1996: 130). The visual aspect of acousmatic music, in the eyes of an
average perceiver, can be also placed high on the scale of aesthetic excellence.
There seems to be a universal idea intrinsic to acousmatic music: in terms of
compositional aspects acousmatism should be understood as intentional mask-
ing of any kind, including that of compositional technique and initial idea. In
most cases such manifestations of acousmatism have a transcendental, mystic
character, oftentimes in complex combinations with various psychological

situations.

3.2. Acousmatism and image

Michel Chion (Chion 1994) defines the contact that occurs between sound and
image in film as audiovisual contract. He also speaks of an ‘audiovisual illu-
sion, which creates the unity of visual and aural perception of an audiovisual
work, that is, the film. It is the aesthetic interworking of sound and sight (syn-
chresis) that makes for the so-called ‘added value’ when sound attaches itself
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to the image and enriches it with essential emotional intention. The concept
of ‘added value’ poses a certain paradox because the greater it becomes, the
stronger (and eminently incorrect) the impression it gives that sound merely
duplicates an aesthetic meaning conveyed by image and that sound is thus
secondary and unnecessary.

Kristi McKim acknowledges Chion’s conceptualization with sincere ap-
preciation but reprimands him for writing his text as if in a vacuum (perhaps
because of his work as a composer?), for the critical absence of film theory and
a veritable lack of intertextual engagement with the theorists and philosophers
echoed in his book. Of all terminology proposed by Chion she distinguishes
the term of acousmétre as his central and most salient concept — a disembodied
voice, a ‘phantom’ character that derives its mysterious powers of omniscience
and omnipotence from being heard and not seen. It is as if sounds would
become liberated from the audio-spectator’s intention to localize the source,
from asking question “where they come from”

3.3. The Uncanny

The concept of the Uncanny has travelled across quite a few distant territories
in an impressive trajectory. Uncanniness was first explored psychologically by
Ernst Jentsch in an essay Zur Psychologie des Unheimliche (On the Psychology
of the Uncanny) (Jentsch 1906). The concept was later elaborated and devel-
oped by Sigmund Freud in his essay Das Unheimliche (The Uncanny) (Freud
1919). He localizes etymology of the term within the realm of spookiness, fear
and horror. By making references to Jentsch’s essay, Freud attempts to situate
the uncanny in the territory of human emotions, to discover how it works in
particular psychological situations. Among many psychical uncertainties that
can become a cause for the uncanny feeling to arise, Jentsch distinguishes:

« doubt as to whether an apparently living being really is animate and,

conversely,

« doubt as to whether a lifeless object may not in fact be animate.

This doubt develops a powerful effect only when it makes itself felt obscurely
in one’s consciousness. Jentsch emphasizes that “the mood lasts until these
doubts are resolved and then usually makes way for another kind of feeling”
This particular description throws parallels with acousmatism as a contact with
something that is implicit, not fully cognizable at a given moment, concealed
behind the curtain of cognizance.

Automatism is yet another obvious aspect that links psychological situation
with musical acousmatism. Machine and robot: the spirituality gene that is
intrinsic to every musical sound obviously creates tension when it gets com-
bined with the spiritless machine. The spirit of music as if infuses automaton
with supernatural vitality. The relation between the uncanny and automation
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is vividly represented in the now-famous uncanny valley chart by Masahiro
Mori, a Japanese professor of robotics, which reflects the dynamics of anthro-
pomorphic cognitive dissonance (Mori 1970).

4. THEORETICAL OUTLINE OF ACOUSMATISM

The concept of sound’s visibility belongs, above all, in the province of musical
composition. The origins of this property should not be sought in the so-called
esthesic dimension (that of auditory experience, perception of a musical work),
nor in the immanent structure of a piece (Nattiez 1990: 140), but rather in
the poietic (compositional and pre-compositional) dimension of music and
its processes.

There exist three hypothetical dimensions of acousmatism related to each
other through hierarchical subordination and reciprocal interaction. These are
the methodological tools for analysis of the existing musical works in a new
key, especially when focusing on the composer’s attitude towards the sound’s
property in question. They should be useful in composing new musical piece
and furnishing it (if there is a necessity for that) additional dimensions that
will be discussed further in this chapter. A series of basic oppositions is used
to expound the characteristics of acousmatism in more detail. Due to this
dichotomic classification the phenomenon of acousmatism acquires a more
definite outline. A three-dimensional coordinate system may be drawn, using
three axes marked as a (alpha), B (beta), and y (gamma), on which acousmatism
becomes easily detectable.

1. Visible/ invisible (a-coordinate, or vertical axis): the visual representation
of sound’s surface; in other words, it answers the questions whether we
see what we hear and how we see it. This vertical line delineates essentially
the same matters that Chion terms as audiovisual contract, along with
its cracks, flaws and ruptures. In other words, it is on this axis that the
relationship between sound and image reveals itself first and foremost.

2. Audible / inaudible (B-coordinate, or horizontal axis): this dimension,
arising from the above-mentioned invisibility of sound, reflects a series
of musical factors that may be situated in the transition zone between
the sound’s surface and the plane of known / unknown. It creates a bi-
nary tension between drone and pulse, as opposite values on the same
axis, which accommodate basic aspects pertaining to the phenomenon
of time - that is, pitch and rhythm. To the right from this axis lies the
limit of audibility, beyond which directly audible sounds, with continu-
ally increasing durations, become directly inaudible structural units.
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3. Known / unknown (y-coordinate, or diagonal axis), an opposition aris-
ing from the inaudibility of sound. This coordinate might be also called
an axis of ‘silent contact’ because its active elements are not only blind
(invisible) but also silent (inaudible). It permeates and substantiates
both aforementioned dimensions, creating a plane of competence where
boundaries are drawn, descriptions are made, and the elements of a
musical piece are assessed with reference to knowledge. The plane of
the y-coordinate thus encompasses the broadest (extensive) scope of the
acousmatic territory. It is on this plane that the factor of belief manifests
itself most ostensibly, as an element of reciprocal presupposition (when
both elements are in bidirectional relation to each other, referring to
each other’s existence). In other words, we cannot speak of the degree
of knowledge separately from belief and vice versa.

Two additional elements that specifically interact with the given three-
dimensional coordinate system are as follows: the uncanny defined above and
mimesis as the newly introduced factor. The first is a strong factor, referring
to the existence of a limit, while the second is a weak factor, referring to the
existence of the y-coordinate. In other words, the first factor reflects the canny /
uncanny aspect of the Mori’s chart, while the second reveals the aspect of like-
ness to a human being (Mori 1970).

4.1. The vertical axis of acousmatism

What becomes readily noticeable in the vertical plane along the alpha axis are
the visible and invisible aspects of a musical work, the majority of which clearly
belong to the sound’s surface, including performers, sound recordings and / or
visuals. It is on this plane that the relationship and interaction between sound
and image are revealed to their full extent. Acousmatic, digital and otherwise
recorded sound without the independent visual counterpart is located in the
low region of the plane. Rising upwards along the vertical axis, the role of sound
becomes less manifest and its semantic content dwindles, giving way to the
increasing visuality and visible aspects of music, until it reaches the complete
antipode of acousmatism in the uppermost region of the plane.

4.1.1. The opposites

Placed in the lower part of the vertical axis is pure acousmatism, or ‘blind’
sound - that is, the sound completely detached from its accompanying image,
or, simply put, pure sound without sight. It represents the Schaefferian ideal
for reduced listening: a certain practice of listening, which brackets out any
cognitive (most often visual) associations that would normally accompany
recognizable materials.

37



At the opposite end of the a-coordinate we find inverse acousmatism. It is
a symmetric reversal of pure acousmatism: we see images detached from any
cognitive associations with the audible reality. Figuratively speaking, if we would
describe pure acousmatism as ‘disembodied voices, then inverse acousmatism
could be characterized as ‘muted bodies or objects’ Without this antipodal cat-
egory the a-coordinate would remain incomplete and lacking balance. Inverse
acousmatism is still a silent and largely unexplored territory that awaits more
inquisitive approaches from the fields of visual arts and music research.

The alpha coordinate has a direct relation to the aspect of spatiality. It is
through the concept of object that the spatiality of sound can become extended
beyond the limits of visibility: Schaefferian sound objects may be described by
using spatial categories, such as mass, quantity, and texture. Schaeffer’s classifi-
cation clearly resonates with Varése’s ideas about the materiality, embodiment
and materialization of sound.

If we would consider the uncanny as an inseparable factor in all three dimen-
sions, then we should define the relationship of the uncanny to the opposites
on all three axes. Obviously, in the lowest region of the alpha coordinate, that
is, in the zone of pure acousmatism, the uncanny acquires most diverse guises.
Any depersonalized voice heard from the recording is essentially and primarily
derived from the uncanny. All mechanically reproduced voices, be it a telephone
answering machine or a cable radio receiver, seem to possess a certain shade
of the uncanny. Mute objects and bodies, silent images, absolute silence as a
reflection of death, are all part of the uncanny experience (Dolar 2006).

Apart from that, it is necessary to emphasize the most extreme case of an
abnormal audiovisual contract related to the uncanny when we hear something
different from what we see. This abnormality occurs when the contract formally
remains in force (the synchronicity of events is flawless) but the compat-
ibility of image as the antecedent and sound as the consequent is rationally
impossible.

4.1.2. The central position
The plane of the vertical dimension (the alpha axis) would remain incomplete
without discussing its central position. Since there are no particular divisions on
this hypothetical axis, we could surmise that there should be a certain balance
of visual and audible elements placed at its centre. We might even define itasa
balance of the Chionian audiovisual contract in music and distinguish several
aspects that would allow us to circumscribe that centre as follows:
1. Artistically convincing solutions for introducing recorded sounds in live
performance;
2. Situations asking for creative approach to the static and inexpressive
presence of loudspeakers;
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3. Computer-generated and electronic sounds are covered under the layer
of acoustic instruments when the audible surface is purely acoustic,
without the admixture of electronic instruments, but the presence of
computer or other sound technology is implicit and perceptible.

In the first case, artistically convincing results will doubtless depend on the
most diverse factors, yet one can still instantly figure out whether the recorded
sound plays any significant role in the piece, whether it has become an integral
element of its structure, whether the composer has taken into consideration the
entirety of recorded sound and related acousmatic aspects thereof, or not.

4.2. The horizontal axis of acousmatism

This section of the chapter aims to detect and define specific aspects, within the
vast field of music and sound research, pertaining to the horizontal dimension
of acousmatism — namely, its beta coordinate that corresponds with the time
axis, or ‘arrow of time’ As a matter of fact, music and time are mutually com-
plementary: music gives structure to the time flow (Chion 2009), especially in
composing music. The beta coordinate embraces factors that largely depend
on time and relate to the audible and inaudible sounds. As a starting point for
its description we take an artistically seminal idea of Karlheinz Stockhausen
about the duality of pitch and rhythm as two different sides of the same phe-
nomenon (Stockhausen 1959).

4.2.1. Drone and pulse

The essential categories on the beta axis are drone and pulse, and their interde-
pendence. If we reduce time durations to the absolute values, we come to notice
that, according to Fourier’s theorem, the periodic wave of one precisely defined
frequency would last forever. On the other side of the theoretical continuum,
Dirac’s delta function, an infinitely short unit impulse at zero level, contains all
sound frequencies (Roads 2004). Dualism of these numerical infinities opens
up new vistas not only for wide-ranging scientific experimentation but also
for phantasmagorical and mythological creative speculations about ways to
compose music.

Distributed along the beta axis, evenly changing anamorphism of drone
stands in sharp contrast with the impulse-based sound. From the perspective
of mythological mind, this quality of drone might be visualized as a crouch-
ing beast or as lava flow from the volcano. Anamorphism of drone, viewed in
the broadest sense, ‘nourishes’ the sense of the uncanny through the analogy
of eerie stillness, ‘slow coming to life or dying. The dominance of rhythm, on
the other hand, eradicates the sense of the uncanny and sustains the ‘eternal
cycle of life, perpetual motion.
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According to Freud’s definition, drone is related to the uncanny not only
through illustrative and associative analogies. Drone has a passive charge of the
uncanny as such, both on the poietic and the esthesic levels of the symbolical
production (Grimshaw 2009). In contrast, rhythm both organizes, and is itself
organized by, all the elements that create and shape musical processes (Cooper,
Meyer 1963). Constant change and regularity reflect natural rhythms, which,
as extramusical elements, create a broad field of musical-mythological system
of sound. Consequently, the category of the canny should be placed at the right
extreme of the horizontal axis, like Freud’s unheimlich is contradistinguished
from the German word heimlich.

4.2.2. Life and Death

Turning back to the aforementioned vectors (types) of acousmatism — the tran-
scendental and the immanent, the antithesis (or reciprocal presupposition) of
drone and pulse should be combined with these types in the following manner:

1. The extreme value of drone = the transcendental vector. This side of
the beta axis is dominated by the aspect of transcendental vector: slow
gravitational dynamics of the sound matter tears the sound object apart
into its constituent elements, constantly revealing and illuminating the
most distant reaches of sound’s invisible existence. With reference to the
metaphor of slow (and uncanny) death (or rebirth), it gives an immediate
sensation of the acousmatic boundary (in this case, we should speak of the
state close to the probable boundary of the transcendental universe).

2. The extreme value of pulse = the immanent vector. The elements of
rhythm, pulse and repetition are active (not passive) participants in
the process and create an atmosphere of action taking place hic et nunc.
The subject is alive, with throbbing heart, surrounded by active, function-
ing actants, objects and circumstances. Thus the manifestation of life is
reflected in the synthetic coherence of pulsating elements at all levels,
a convergence into an integral piece of work.

The ultrasonic margins to the left from the beta axis have no relevance to
musical composition and thus deserve no further attention within the limits of
this artistic research paper. On the other hand, when we move to the right along
the beta axis, the pulse (within the broader extent), as an actively functioning
recursive process, can transform itself into (in the order of augmentation):
textural unit, unit of harmonic rhythm, pulse of musical rhetoric and form,
including large-scale units of musical time (macro-forms) and absolute time
values, such as minutes, hours, days, years, etc. (Roads 2004). Ultimately, this
process reaches infrasonic values, which may be perceived and put to use in
composition by applying abilities loosely related to audition — namely, rational
reasoning, emotions and belief (the gamma axis).
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4.3. The diagonal axis

The third, diagonal axis (the gamma coordinate), stretching from knowing /
believing to the void, arises from inaudibility. The elements on this axis are
not directly dependent upon five traditionally recognized senses and thus
are not directly related to the external world. The only characters on this axis
are products of human mind. The other two axes - alpha and beta — mask the
elements on the gamma axis quite reliably and therefore there seems to be no
conclusive method to identify these metaphysical objects — neither by employing
reverse engineering nor by any other diagonal perspective or extrapolation.

4.3.1. The starting point
Having summarized and evaluated the concealing effect of alpha and beta axes
on the gamma axis, two following propositions may be formulated:

1. In the situation of composing (music), the gamma axis is the starting
point for any creative operation. In other words, the cause for musical
composition to emerge almost inevitably (with certain exceptions)
derives from the relationship and tension between the known and
unknown;

2. What occurs on the esthesic level is the collapse of hierarchical frame-
work: all elements on different axes are perceived at once, partly because
of the concealment mentioned above. Only the most conspicuous ele-
ments of the gamma axis are recognized consciously.

It is important to emphasize that the categories of knowing and believing are
discussed herein only to the extent they are explicitly reflected in the work and
its compositional structure, setting the discourses of anticipation psychology,
general philosophy and theology aside for future research. On the other hand,
certain connection between the objects of the gamma axis and Platonic ideas
is rather evident. If gamma axis is the basis of compositional procedures, then
its starting point is an idea or its absence. Without the elements of material
world, the idea of musical work appears a fairly Platonic category, or speaking
in even stricter terms, a semantic object that remains after removing all of
the work’s visible and audible aspects (that is, the elements distributed along
its alpha and beta axes). Although knowing and believing are usually set in op-
position in other discourses, we should put the equality sign between the two in
the context of this research, yet also noting that believing is the higher level of
knowing and competence, especially with reference to musical composition.

The absence (or lack) can become an equally fruitful driving force for crea-
tive work as presence (Lacan 1991/1955). The liberation of sounds (Russolo
1913) and acknowledgment of their materiality (Varése 1936) lead to the idea
of independent existence of sounds (Cage 1937) that resonates with the Taoist
concept of non-action (wu-wei).
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On the gamma axis acousmatism is manifested through its relation to
knowledge. In other words, knowledge obliterates the uncanny in all its aspects:
if it becomes known what lurks behind the screen, all received information falls
into the adopted structure of knowing. It is only in cases when the received
information does not fit (or no longer fits) in the adopted model of structured
cognition that the opportunity for materialization of the uncanny occurs. For
example, in Peter Ablinger’s Speaking Piano (1998), the work’s programme
creates a situation of well calculated uncanniness. When the piano bursts into
speech at the premiere and catches the audience unawares, it creates an exem-
plary situation of uncanniness. But during later performances, such possibility
is eliminated due to the audience’s previous experience (knowledge) and the
work’s programme.

4.3.2. Acousmetre and the Great Other

In the instances of radical structuring (e.g. total serialism), when the elements
of alpha and beta axes refer to the existence of strict metaconstruction on the
gamma axis, the subject’s contact with the mechanical logic produces twofold
effect. In cases when the subject becomes aware of the existence of metacon-
struction because of one’s personal experience or knowledge of the work’s
extramusical descriptions, the element of the uncanny manifests itself through
the contact with the so-called Freudian Olympia, or an inanimate automaton
(Freud 1919). In other cases when there is no information about the existence
of metaconstruction, or it becomes revealed little by little (as we already know,
silent crouching is all but one of the uncanny elements), we come to speak
about the contact with the overcome and repressed objects mentioned by Freud,
the Lacanian Great Other (Lacan 1991/1955), or the acousmetre (Chion 1999).
What role the composer will assume in such situation depends solely on his
or her creative choices: either he or she will identify with the acousmetre and
its omnipotence, or will impassively point to the boundary that shrouds the
shadow of the Other.

In all cases, the explicitly identifiable factors of the gamma axis have one
feature in common - they all pertain to the concept of a boundary. As an
important feature of the gamma axis, the boundary metaphorically represents
the aforementioned Pythagorean veil.

An ideal compositional procedure is envisaged as an ascending vector, start-
ing in the gamma axis, rising through the beta and alpha axes. The conscious
composing (both rational and intuitive) of a musical work should embrace
the aspects of all three axes, identify and embed the existence of the work’s
elements in relation to each axis.
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5. CREATIVE PREREQUISITES
FOR THE THREE-DIMENSIONAL MODEL OF ACOUSMATISM

I wrote this chapter emphatically from the first-person perspective. Regardless
of the fact that my artistic interests may be located at an intersection of different,
sometimes quite disparate musical styles, I consider myself an inhabitant of the
electronic paradigm in music. I would characterize my work, which evolves in
several directions including acoustic, electronic music and sound design, as
abounding with intertextual digressions that sometimes seem to step outside
the territory of purely musical discourse, heavy-laden with eclectic interplay,
often contemplating the categories of the absurd and nonsense, preoccupied
with shaping and simulating the meaning-construction, even though oftentimes
its semantic content is deliberately left open and blank.

5.1. Semantic play and the void

In my works I try to combine the ideas of systematic and non-systematic ap-
proach to composition, the elements of ‘error aesthetics, and theatrical action.
My entire catalogue of compositions may be divided into three parts accord-
ing to the primacy of one or another axis of acousmatism within a given work.
The dominance of the alpha axis is evident in compositions, which articulate
balance between the visibility and invisibility of sound in the most explicit
way, for example in weLLcome / fareweLL (2006) and I AM (2009). The beta
axis is most conspicuous in works based on the factor of audibility, such
as Silelis (2015), Dormedo (2014), Mojibake-1. Auikhhhhh (2013), and 100
pavasariy (One Hundred Springs, 2014). The gamma axis is represented by
compositions that demonstrate certain semantic play and extreme acousmatic
characteristics including Robots and Petals. Five Invisible Objects, Concerto
for Piano and Orchestra (2016), Two Pigeons (2015), Evidence #2 (2006), and
Collection (2007).

5.2. Boundary as a benchmark and target

Along with the brutal reduction (deconstruction) of composition procedures
to their most fundamental elements, one arrives at an unexpected discov-
ery — which I regard as the purpose of my compositions - that of the work’s
boundaries. As if it were a sort of musical emergentism where a musical system
or its lack (the self-generating void) emerges and develops from the properties
of lower-level structural units. As if each evolving element within its own the
perimeter would orientate towards the boundary determined by its nature
and until it reaches that boundary and, in all probability, stops evolving. In
the worst-case scenario, music that outgrows its own limits of acousmatism,
starts devouring itself and collapses into the ‘drawer of failed attempts’; and

43



vice versa: without reaching near the acousmatic horizon, music stiffens dur-
ing gestation and develops no individual characteristics in relation to all three
axes of acousmatism.

CONCLUSIONS. THE FRETWORK OF EXISTENCE

1. Having employed the historiographic, empirical, analytical methods and
considered the results of systematic and auditory analysis, the following ob-
jectives were fulfilled: the context of acousmatism was historically grounded
and explicated, tracing down its origins and relations with other disciplines
outside the musical domain; the tools for identification of the characteristics
pertaining to the phenomenon were developed and the essential principles of
composition were defined in relation to the concept of acousmatism.

The discourse on acousmatism, as the compositional factor that affects the
perception of music, signals a new field of research drawing on combined data
from across the disciplines including the humanities (musicology, philosophy
of music, music aesthetics, psychology, psychoanalysis) and natural sciences
(physics, acoustics and psychoacoustics). The interdisciplinary context helped
bind and locate the elements of acousmatism that had been investigated sepa-
rately within the scope of various disciplines in a more general theoretical and
practical framework. On the other hand, the delineated span of this context
opens up new horizons for future study that would add new facets to a more
comprehensive and detailed exploration of acousmatism.

The results of the conducted research were used to build and fill a theoretical
outline for the concept acousmatism. It is worth noting that this concept, as
it has been proved conclusively in the course of this research, may be applied
without the attribution to any particular genres and styles. The existence of
two different paradigms - the acoustic and the electronic - and the zone of
their intersection has been defined and verified. Distinct traces of acousmatism
have been detected in all dimensions of the intersection zone. The concept
of acousmatism was defined as a conceptualized visibility of sound, or a
system of relationships between the sound and its visibility, divided into three
analytical dimensions. While being quite volatile, this concept is tentatively
accepted as a universal concept, encompassing the whole universe of music.
The only and necessary condition for the existence of acousmatism is the clearly
identifiable boundary in at least one of the three dimensions of acousmatism.
In the light of acousmatism, the notion of the boundary requires a more
in-depth approach, which transcends the limits of this paper. The principle
purpose of this research was to discover the field of the boundary’s activity
and answer the question to what extent the notion of the boundary is relative.
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In other words, the goal is to identify a field where the notion of the boundary
is no longer valid, or non-existent.

2. Two perspectives were proposed for the description of the emergence of
acousmatism and its historical manifestations, that is, by focusing either on its
formal or historical features but in both cases treating it as an extension of the
conception of the invisible sound.

a) From the formal point of view, the era of the invisible sound began with
the invention of sound recording technology in the 19th century, the
outcome of which was that the sound lost its intrinsic connection with
its primary cause. With the advancement of broadcasting and recording
technologies, this alienation became ever more salient and before long
the artists took notice of and defined this phenomenon. Presumably,
Schaeffer’s acousmatic music could have received a different wording,
but the term soon gained currency and allowed to throw a mythological
parallel with the antiquity, considering the audiences for recorded music
to be a mythological paraphrase of the Pythagorean akusmatikoi. Thus
the formal timespan, defined on the basis of the technological aesthetic
when acousmatism emerged and matured as a conception, extends from
the post-war years to this day.

b) If we assume a broader historical perspective, the timespan of acous-
matism becomes unlimited. Manifestations of conceptualized invisible
sound may be found in all periods of human history. Two historical
situations were invoked to counterbalance extensive detours into psy-
chological and technological prerequisites for acousmatism in the 20th
and 21st centuries: 1) the socio-religious cult of the Pythagorean school
and, especially, a segment of his disciples known as the akusmatikoi;
2) the Christian understanding of acousmatism as the invisible voice of
God revealed in the Bible and other religious texts.

3. In addition to the historical aspects of acousmatism, two important
interdisciplinary concepts were invoked to substantiate the technological foun-
dations of acousmatism. Firstly, the psychological concept of the uncanny, as a
cognitive dissonance between something strangely familiar and mysteriously
repulsive, was introduced in the field of interdisciplinary studies quite recently.
The uncanny sensation (Freud 1919), arising as a human reaction to various
mechanical automata (starting from the 18th century automata, such as Jacques
de Vaucanson’s Digesting Duck or Wolfgang von Kempelen’s chess-playing
automaton The Turk to later imitations of the living creatures and robots),
creates a certain acousmatic effect: perception and action become separated
from their cause (human being) by a technological ‘screen’ (a manifestation
of the boundary). Disembodied voices heard from the telephone speakers or in
cinema can likewise cause the strong sensation of uncanniness (Chion 1994).
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Because of such association through the concept of acousmatism, the uncanny
becomes legitimized as an element of sound art and music (Dolar 2006). This
leads to an assumption that acousmatism and the uncanny are different sides
of the same (dual) conceptual object.

The second important interdisciplinary element - the uncanny valley (Mori
1970) - helped specify the acousmatic aspects of the zone at an intersection
of the electronic and the acoustic paradigms. The mimetic scale of automatic
constructs (robots) vis-a-vis the organic world (that of living organisms) indi-
cates an unusual manifestation of uncanniness in the middle ground where a
robot is no longer a robot but not yet a human. It is in the zone X, which lies at
an intersection of the paradigms where electronic features of music are already
blurred and pure acoustic quality is not yet reached, that one can detect most
distinctive and gratifying examples of acousmatism and the uncanny, which
easily yield to analysis and systematization. Zone X is best exemplified in the
following works: Ablinger’s Talking Piano (1996), Rytis Mazulis' Cum essem
parvulus (2001), and Michael Gordon’s Timber (2011).

4. The most characteristic principles of acousmatic composition, besides the
boundary, are the uncanniness and processuality. The latter is divided into two
subtypes — the processes of acousmatization and deacousmatization, which
denote the imperceptible and continuous masking or exposing of the sound
or semantic object. Both subtypes indicate the direction of the vector ‘from’
or ‘towards’ the subject. The analysed works by Mazulis and Gordon bear a
striking testimony to that. A curious fact became evident during this research:
the phenomenon of two vectors (transcendental and immanent) appeared to
have been manifest not only in the analysed historical sources but also in the
systematic analysis of acousmatic aspects. The dynamics of these two vectors was
especially noticeable in the works by Conlon Nancarrow and Robert Pascal.

A series of basic dichotomies were used to expound the characteristics of
acousmatism and distribute them on three axes that were employed to recognize
and define various acousmatic aspects in a three-dimensional model:

1) Visible / invisible (alpha axis) delineates the interrelatedness of sound
and image on the sound’s surface, which characterizes the spatial aspects
of music;

2) Audible / inaudible (beta axis), a dimension that deploys the property
of sound’s invisibility in relation to its temporal aspects and reflects the
relationship of drone and pulse;

3) Belief / emptiness (gamma axis), a dimension that extends beyond the
spatial and temporal phenomena and contains both semantic objects
and emptiness separated by the concept of a boundary; in other words,
it is what remains of the musical composition when alpha and beta axes
are subtracted.
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In the course of analysis focused on the functional aspects of the acousmatic
axes, a curious tendency has been observed: there exists a certain constant of
coherence and interrelatedness between the dimensions. Each composition
may be located in certain area within the compass of each axis. In other words,
there is no such musical composition that would be impossible to locate in
any area within the reach of at least one axis. This leads to a hypothesis: even
if the factors of all axes were not taken into account deliberately or surmised
intuitively while composing music (for example, in Alvin Lucier’s I Am Sitting
in a Room or in Yannis Kyriakides’ a conSPIracy cantata), a finished composi-
tion will nevertheless assume its place on each axis spontaneously, through the
process of aesthesis. Under certain favourable conditions, this resulting position
appears to be quite coherent with respect to the other axes.

The exceptional ability of axes to transfer excess load to an adjacent axis or
axes has been observed. This is especially evident when pure acousmatic music
and the beta axis comes into question. Then the excessively dense temporal
dimension shares its content with the alpha and gamma axes (Eric Nystrom’s
Catabolisms may be mentioned as the most striking example).

5. If in most cases acousmatism and the uncanny are associated with the
dark feelings and sensations of a human being, for my work I chose the dual-
istic treatment of the elements located in the Zone X. Play is the one and only
common denominator of my work. In my compositions, the phenomenon of
acousmatism is thrown into relief using the following technical procedures:
acousmatic abstraction (sound’s visualization or image’s audialization depend-
ing on the vector), transcendental transformation (direct extrapolation of
extramusical materials into musical units), play of transcendental encoding
(embedding messages that may never be deciphered but still ostensible in
compositions), collapse of the cold system, interplay of semantic units, sound
mosaic, and hyper-montage.

Conclusions drawn in the course of research enable us to claim that the
category of acousmatism is a fully functioning unit of the musical universe,
which has a clearly defined position in the processes of composition and per-
ception of music, as well as offers new possibilities for contextual analysis of
contemporary music.

There are four main directions in which I would recommend to pursue
further investigation of acousmatism:

« Broadening of a historical perspective on the concept of acousmatism.
Chronologically, the acousmatic sound has been hitherto discussed only
in part (Kane 2014). More scholarly attention should be directed towards
the role of the invisible sound in cultural history;

« Statistic research at an intersection of musicology, psychology and
psychoacoustics;
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« The role of the invisible sound in Lithuanian folklore and mythology;

« Different concepts of acousmatism in Judaism, Christianity and other

largest religions of the world.

At the core of my musical research project was an attempt to align contacts
between sound objects in one complex aesthetic design that would resemble
a mosaic, with the distinctive contour of a boundary - that between the vis-
ible and the invisible, the audible and the inaudible, and, eventually, between
the known and the unknown. In conclusion, it is worth mentioning that the
features of acousmatism can be manifested along all three axes and in many
semantic layers at once, creating a vertical and hierarchical fretwork for the
existence of a musical work.
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